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A distinctive university BBS culture in China today is Chinese college students 
use a film's "nonsensical" language (Chiau's A Chinese Odyssey) to successfiilly 
establish their own community in BBSs. This youth cultural community empowers 
the students to constitute their own BBS language style and to resist the real contexts 
they live in. My research on this cultural phenomenon intends to answer the following 
two questions. First, how and why does a BBS subcultural style come into being? And 
second, how is the resistance of a youth culture possible? The data presented in this 
thesis were collected from face-to-face in-depth interviews with fifteen student BBS 
users and from the articles posted on three Chinese university-based BBSs. Discourse 
analysis is used in analyzing the data. I try to address two crucial debates in culture 
studies: arguments about the formation and nature of 'virtual community,' and 
discussions on the questions of style and resistance of youth cultural practices within 
the popular cultural industry. My conclusion is as follows: first, the Chinese 
university BBS members strategically use the film's language to create their own 
style; second, 'subcultural capital' embodied by the style differentiate the youth 
cultural community from other BBS groups, while it also confers hierarchical statuses 
within the community; and third, I try to argue that the Chinese university BBS youth 
culture can be interpreted as resistance under a specific context. 
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KAO (靠),I Fu YOU (I 服了 You), I go first (我走先).Currently, these are some 
of the most popular phrases used in university BBSs in China. They are all derived 
from a Hong Kong “nonsense comedy," A Chinese Odyssey�By using the film's 
"nonsensical" language, some university students in China successfully establish 
their own community in BBSs� . Students use the language style to discuss the film, 
and they are inhospitable to any critical opinions on the film. But more important, 
they are also more ready to communicate with those BBSers who are using the same 
language style. In short, they use the language style to identify community members, 
and, as a consequence, create a distinctive university BBS culture in China today. 
Today's China is a fast changing society. Some orthodox ideas are still powerful 
in directing people's thinking and behaviors, while new ideas and values gain power 
as China becomes more and more materialistic and capitalistic in the process of 
modernization and globalization. Growing up in such a context, the current 
generation of university students fervently consumes commercial popular culture, but 
their professors do not approve it. Therefore popular culture has become a new 
battleground on which the war of power struggles for obtaining symbolic capital was 
conducted. This new battleground provides the young students spaces for practicing 
their own cultural style. And thus, the resistance becomes possible. That is to say, the 
contradiction between the real trends of the society and the governmental and 
intellectual discourses produces subject positions for the youth to resist the orthodox 
‘ A Chinese Odyssey(两遊記)wass directed by JefTLau (劉鎮倚）in 1995. Literally, the film's 
title is translated as: Western Travel Diary: The 101th Chapter of Journey To The West. The film 
contains two separate parts: Pandora's Box (月光‘:(年盒）’ literally translated as Return Moonlight 
Precious Box; and Cinderella literally translated as Fairy Slipper Miraculous Affinity. 
2 BBS (Electronic Bulletin Board Systems) is a kind of digital network service. As Dewey 
defines, ‘a BBS is an interactive, online, electronic database system, usually, though not always 
operated on a microcomputer' (Dewey, 1987，p.l). BBS is a very convenient tool to be used to 
exchange information through Internet. In Mainland China, BBSs are very popular because people can 
use low cost computers to easily get access to abundant information in these network systems. In BBS, 
messages are posted publicly. Thus a large number of audiences can read simultaneously and give 
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ideas and values hold by the intellectuals. New technologies, such as the BBS, 
empower the young people to participate their own cultural activities. And as a result, 
the young people can consciously make use of the new technologies to establish their 
own community and resist some dominant cultures perceived in their real-life 
contexts. 
I interpret the discursive practice of the participants in BBS youth cultural 
community - argued as a ‘Bund’ - into a form of resistance. This interpretation is 
supported by several features of this BBS community: students find their own 
pleasures by participating in the community; they can escape temporarily from the 
pressures and worries in real lives; and they treat orthodox ideas held by the adults 
with callous attitudes. On the whole, the BBS youth cultural style based on the Hong 
Kong film's nonsensical language empowers the students to constitute their own BBS 
communities and to resist the real contexts they live in. 
In this thesis, I focus on the way the Chinese university students interpret the 
film within a BBS community; the way they use the film's language style to do 
individual and collective youth cultural practices in the BBS ritual; and the way they 
connect their living contexts with their own BBS activities. Theoretically, my 
research intends to answer the following two questions. First, how and why does a 
youth cultural style come into being? And second, how is the resistance of a youth 
culture possible? 
Methodologically, I concentrate on the accounts, stories, and anecdotes 
produced by members of this BBS youth culture. Through analyzing these accounts I 
will try to address two crucial debates in cultural studies: discussions on the questions 
of style and resistance of youth cultural practices within the popular cultural industry, 
and arguments about the formation and nature of'virtual community.' 
The data presented in this thesis were collected from face-to-face in-depth 
interviews with fifteen student BBS users and downloaded posting and discussion 
thread from the 'cream area' of three Chinese university BBSs). Discourse analysis is 
feedback immediately. University-based BBS is one sort of BBSs established by a certain university. 
3 These three university BBSs are: Tsinghua University BBS (Shui Mu Qing Hua, zK木淸華)， 
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used in analyzing the data. Much previous research in this approach tried to establish 
the relationships among text, audiences and the broad sociocultural contexts in which 
the audiences live. However, when I began to process the data, I found that the 
traditional discourse analysis approach was inadequate in explaining the formation of 
the Chinese university BBS youth culture. Consequently, I try to establish 
multi-dimensional relationships among the text~the film of A Chinese Odyssey, the 
audiences~university students who participate in the BBS youth culture, and the 
three-folded contexts~BBS, university in China, and the contemporary Chinese 
society. By doing so, I intend to demonstrate that the resistance of the members of the 
BBS culture is intimately related to their immediate living contexts as well as the 
broader social context. 
The method of discourse analysis helps me to further think about the question of 
resistance. In traditional CCCS ^ approach, youth cultural practices——usually 
interpreted as 'subcultures'~were often interpreted as resistance to the dominant or 
parental culture. Even the word "subculture" itself suggests something innately 
oppositional: youth attempts to deviate from their parental culture, and to change their 
subordination status. However, in my case, although the BBS members realize that 
they are ‘impotent’ in the society controlled by the adults, they have no intentions to 
make changes of their real-life status. They are simply enjoying the participation in 
their own BBS community and feel satisfied with being able to temporarily escape 
from reality. 
Secondly, it is difficult to define what is the dominant culture in contemporary 
China. The whole society has been changing very fast since the 1990s. Individualism 
and materialism might be the most recent ideological trends. Most Chinese people 
cannot help involving into this more and more capitalistic society by celebrating 
wealth, freedom, and hedonism. However, governmental and intellectual discourses 
Peking University BBS (Bei Da Wei Ming,北大未名)，and Fudan University BBS (Ri Yue Guang Hua, 
曰月光華）；and their websites are, correspondingly, bbs.smth.org, bbs.pku.edu.cn, and 
bbs.fudan.edu.cn. 
4 CCCS is the abbreviation of 'the Centre for Contemporary Cultural Studies at University of 
Birmingham'. 
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are still very critical towards these two so-called ‘new ideologies' (See Wang 2000). 
Under this unstable sociocultural circumstance, it seems more important to clear up 
what is resisted by the young university students rather than simply to interpret the 
BBS culture as resistance. 
Thirdly, in my case, the students are appropriating a certain popular cultural 
product as the raw materials for their own stylistic creativity. Popular culture is a new 
battleground of discursive struggle in today's China. If we agree with Best's claim 
that 'contemporary theorizing of popular culture must allow spaces for possible 
resistance' (1998:19), then we must first recognize that the oppositional forces 
exercised through popular cultural reception is dependent upon the historical context. 
This is exactly what Hall (1996b) argues: resistance is conjunctural. All these 
concerns push me to think more about the relationship between contexts and 
resistance. Therefore, empirically, my research is to answer the question: what kind of 
forms do the young BBS members take, in which place, under what circumstances, to 
resist what, or whom? 
The content of particular chapters is as follow. In Chapter 2 I will set out my 
theoretical framework for studying the university BBS youth culture in China. There 
are two main concerns. First, I will elaborate on two key concepts in the study of 
youth culture - style and resistance — by a critical review of the CCCS approach. 
Second, since my research focuses on a youth culture represented by a BBS 
community, which is a kind of social association different from real-life community, I 
will establish an argument on the concept of 'virtual community' by using an almost 
forgotten sociological concept of social association, ‘the Bund,. Articulating the 
theory of youth cultures with the concept of 'the Bund' helps me to further argue that 
BBS is not only a specific place for young people to carry out cultural practices but 
also empowers them to create their own culture. This is a distinctive characteristic of 
cyber cultures. In Chapter 3 I will explain the background of my research, raise my 
research questions and introduce the research design, including the details of the data 
and the methodological framework for analysis. The next three chapters will present 
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the results of the analysis. Chapter 4 examines the courses of formation of the BBS 
ritual by presenting the BBS language style. Chapter 5 focuses on the individualistic 
basis of BBS cultural community affiliation and the hierarchical status within the 
community. Chapter 6 discusses the question of resistance as explored in relation to 
the three different levels of contexts as mentioned above. Chapter 7 is the conclusion 
of this thesis. 
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II. Youth Culture Practiced in Virtual Community 
Style and Resistance of Youth Culture 
The CCCS approach is one of the most important schools in studying youth 
cultures. Concentrating on the working-class youth cultures in post-war Britain, the 
CCCS theorists claim that subcultures provide the working-class youths solutions to a 
range of problems they face. These solutions are not direct solutions but are at a 
symbolic level (See Clarke et al. 1976) - the young working-class uses a particular 
style to carry out resistance against cultural hegemony and social inequalities. 
It should be noted that, in the commonly accepted academic discourse, the use of 
the prefix ‘sub’ to describe a culture usually carries with it the presumption of its 
subordinate status to a presumably existing dominant culture. However, it has become 
more and more difficult for us to identify and re-construct a homogeneous dominant 
culture today. As Grossberg (1998: 202) describes, the mainstream culture in today's 
fast-changing society is only 'a social pastiche, a structured distribution of practices, 
codes and effects, constantly rearticulating itself by incorporating pieces of the 
margins and excorporating pieces of itself into the margins.' It follows that the 
distinction between the mainstream and the margin is blurred and fluid, and it does 
not guarantee resistance. Therefore, when using the term ‘subculture’ to define a 
peculiar cultural style or practice, this culture might be regarded as something 
internally 'subordinate' or 'submissive.' Rather, it is only taken as the culture of a 
'subgroup' or 'subsection' in our diverse society. Therefore in this thesis I prefer to 
use the term 'youth culture' rather than ‘subculture, which is loaded with too many 
negative feelings or values. 
Freeing 'youth culture' from the meaning of submissive-ness means that we can 
no longer assume the opposition between a youth culture and a legitimate dominate 
culture. To borrow from Grossberg (1998: 204) again, cultural practices always 
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operate on multiple planes and produce multiple effects. Therefore, depending on the 
contexts, we must recognize that resistance is only one of the possible effects 
produced by youth cultural practices. The styles and resistance of young people's 
cultural practices based on the use of cultural products must be theorized as strategies. 
And the following pages will, beginning with a review of the CCCS approach on 
youth culture, explicate on such a theorization of the concepts of style and resistance. 
Review of CCCS Approach on Youth culture 
The CCCS approach on youth subcultural theory is largely based on four seminal 
works published during the 1970s: Dick Hebdige's Subculture: The Meaning of Style 
(1979); Stuart Hall and Tony Jefferson's Resistance Through Rituals (1976); Geoff 
Mungham and Geoff Pearson's Working-Class Youth Culture (1976); and Paul 
Willis's Profane Culture (1978). What they concentrate on and try to explain is the 
existence and meaning of the working-class youth subcultures, the structural 
conditions that constitute the problem, and the cultural forms which represent the 
solutions. The CCCS theorists 'embraced neo-Marxism and sought to provide a clear 
conception of the interrelations between subcultures and class cultures through the 
notion of hegemony and winning space' (Widdicombe & Wooffitt 1995: 16). 
The starting point of this approach is that subcultures exist because of the social 
structure and inequality. Class groupings are taken as the most basic forms in society. 
And the culture of a society reflects the values and interests of different groups. Since 
groups are not equal in society, the cultural values attached to them do not have equal 
status either. Gramsci's (1971) concept of hegemony points to the fact that the values 
of the dominant group often become the norms of a society. Domination of the 
working class, which is the subordinated class in a capitalist society, is largely based 
upon the working class's consent to the dominant norms and values. However, 
domination is never complete and hegemony is also a process of struggle. Therefore, 
some working class people would also try to negotiate space for the coexistence of its 
own values. These spaces can be physical, such as streets and pubs, or social, such as 
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networks of family and friends. Working-class young people are supposed to be 
dominated by both the mainstream and parental culture. Dual domination forces them 
to struggle for spaces for their own culture, or more appropriately, subculture. 
CCCS theorists claim that subcultures provide solutions to a range of problems 
faced by young people, such as unemployment and so on, while these solutions are 
not direct to the problems but are at a symbolic level (See Clarke et al, 1976). Youth 
subcultural members often associate themselves with specific clothes, hairstyles, or 
other objects to represent their styles^. But these objects do not make a style in 
themselves, it is the activity of stylization that makes a style. Stylization means ‘the 
active organization of objects with activities and outlooks, which produce an 
organized group-identity in the form and shape of a coherent and distinctive way of 
"being-in-the world，” (Clarke et al 1976: 54). According to the CCCS theorists, 
objects do not have fixed meanings. Rather, cultural meanings are derived from social 
use. Thus objects that are taken from one context would have new meanings when 
placed in a different context. This process of re-contextualization has been called 
‘bricolage, (Hebdige 1979). However, these objects, appropriated and 
recontextualised, form a homology, a term used by Willis (1978) in his study of biker 
and hippies subcultures. Homology refers to the argument that the adoption of certain 
objects by certain group members is meaningful only in terms of this subcultural 
group and fits between the values and lifestyles of this group. Overall, the 
significance of styles is that they are symbolic resources in the youths' resistance 
against cultural hegemony and inequalities. Young working-class people constructed 
particular styles in order to achieve an image that they cannot achieve in reality. 
Nevertheless, problems at the concrete material level remain unresolved. 
In sum, works from the CCCS approach provide us instructive insights into the 
ways the subculturalists adopt, transform, and rework various existing symbols, and 
thus give these symbols new meanings in new contexts. This approach tends to 
5 For example, the mods in the early 1960s wore conservative suits with neat, narrow trousers 
and their hair was generally short, while the rockers always had black leather jackets, studs，boots and 
faded jeans. 
12 
interpret subcultures as a form of resistance that is symbolically represented in style. 
What is stressed is that subcultural groups, through a repertoire of expressive 
activities, stand in opposition to the groups representing the ‘mainstream, or ‘parental 
culture.' This seemingly 'innately oppositional' meaning of subculture also highlights 
the active and creative roles of the young participants in it. 
However, the CCCS approach has not gone unchallenged. Muggleton (2000: 
9-32) argues that it is an approach to working-class youth culture and does not display 
methodological and theoretical adequacies. Contemporary researchers, such as those 
focusing on the rave culture in the 1990s, question some established concepts of the 
CCCS approach, particularly ‘style, and ‘resistance’. Following these critiques, I will 
argue that style is negotiated within the cultural industry based upon normative 
criteria. It can serve as a kind of 'subcultural capital' (Thornton 1995) for making 
distinctions and establishing outer-subcultural and inner-subcultural hierarchies. At 
the same time, resistance is only one of the possible effects of subcultural practices, 
and it is conjunctural. Therefore, we must take resistance as context-specific. 
Politics of Style 
A main criticism toward the CCCS' conceptualization of ‘style’ centers on the 
origins of youth cultures. The CCCS approach always assumes that there is a class 
origin to style. For the early CCCS researchers, class is a structure that has the causal 
power to make subcultures counter-hegemonic responses to specific historical 
contradictions. This leads to the criticism that they have over-emphasized 'the extent 
to which subcultures are internally generated, at street or grassroots level, rather than 
a result of commercial enterprise' (Widdicombe and Wooffitt 1995:19). For instance, 
Stan Cohen's (1980) study shows that many punks were commercial entrepreneurs 
and ‘lumpen intellectuals' from art schools and rock journals at first. An implication 
of is that, unlike the CCCS approach, we should take the cultural industry as playing a 
significant role in constituting youth culture and its style. 
Commercialized culture cannot be seen as outside and after the fact of youth 
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cultures. Rather, they aid in the formation of them. That is to say youth cultures are 
‘inside，，not 'outside,' mass-mediated consumer capitalism. Young people are doing 
cultural practices by using cultural resources derived from their surroundings 
permeated by the cultural industry to produce meanings. 
It is true that consumer capitalism limits one's choice in producing and reading 
cultural texts in the society. However, it would be an over-simplification to regard this 
limitation as purely a matter of domination. It should be noted that the existing 
options are not all anathema to the interests of youth subordinated groups. At least in 
some instances, they can also serve the youth cultural groups' interests. 
Mass-mediated commercial cultures are not monolithic and impenetrable, and 
they do not impose their meanings on a mass of passive consumers. Popular cultural 
commodities are polysemic (Fisk, 1987). The concept of 'polysemy' implies that the 
internal contradictions within a cultural product/text will offer interpretive choices. 
At the same time, audiences have potential agencies when consuming such a 
seemingly dominant culture. As active readers, cultural consumers do not need to 
resolve the contradictions within the texts. Rather, they are encouraged to make use of 
the contradictions to create different meanings from the texts. This process of 
meaning creation may undermine the texts' previously silent, unanalyzed passage 
through their lives and mark texts as sites of disagreement (See Giroux and Mclaren, 
1994). 
The argument of young people as active consumers is particularly notable in 
Willis's (1990) study of the 'symbolic creativity' of youth culture: 
Young people don't just buy passively or uncritically. They always 
transform the meaning of bought goods, appropriating and recontextualising 
mass-market styles Most young people combine elements of clothing to 
create new meanings and sometimes reject the normative definitions and 
categories of 'fashion' promoted by the clothing industry. 
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Willis suggests that young people construct their own styles through the 
self-conscious act of stylistic bricolage by making use of commercial raw materials. If 
youth's style is regarded as commercial exploitation rather than a 'folk' expression of 
the street (Widdicombe and Wooffitt 1995: 19)，then it cannot be regarded as existing 
in clear-cut contradistinction to the mainstream. There must be, as Redhead (1990) 
suggests, a complex negotiated relationship between youth cultural style and the 
cultural industry. 
To take youth cultural style as negotiated within the cultural industry is to admit 
that, as subjects with agency, youths are actively consuming the cultural commodities 
and creatively producing various styles in order to represent meanings derived from 
these commodities. These are the discursive practices exercised by the youths in 
generating styles within specific contexts. Also, youths' cultural styles cannot be 
reduced to products of interactions between commodities and consumers, for 
discursive practices involve a more complicated set of relations and investments 
(Grossberg 1998: 205). 
Since youths strategically choose negotiated positions and withhold allegiance 
to particular discourses (See Modleski, 1991), and styles represent their positions and 
allegiance to the discourses, the politics of style has two levels of meanings. First, 
style is not value-free. And second, it objectifies 'subcultural capital', a means by 
which ‘youth imagine their own and other social groups, assert their distinctive 
character and affirm that they are not anonymous members of an undifferentiated 
mass' (Thornton 1995: 10-13). It also allows members to establish hierarchies within 
a youth cultural group. 
Style is founded on normative criteria which may be temporary, situational or 
strategic (Best 1998: 25). In the process of its generation, a style originated from the 
cultural industry must have normative justification incorporated into it so that the 
stylists can judge the 'value' (social, political, oppositional, etc.) of particular cultural 
texts, which constitute the raw material of a style and the style itself. As Paul Smith 
states, evaluation is a complex set of social and cultural activities central to the very 
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nature of cultural products and productions (See Giroux and McLaren 1994). 
Therefore, the formation of a style involves the development of an evaluative 
paradigm for strategic purposes. From this perspective, subcultural activities are 
different from implying enjoyment, even though they may incorporate it. Investment 
in particular cultural practices can become the dominant structure of one's 
self-imagination (e.g., the formation of subcultural identities). 
When locating this internal dominant structure, style serves as objectifications of 
'subcultural capital', which is accumulated through inner upbringing and education 
within a particular cultural group. According to Thornton, 'subcultural capital' is 
about the values and hierarchies of a subculture (1995: 11)� I t differentiates the 
insiders (alternatives or minorities) from the outsiders (mainstream or majorities) of a 
youth cultural group, and it confers a hierarchical status within the group. This latter 
point is worthy of further elaboration, for a great deal of research on youth cultures 
has ignored the subtle processes of power relations at play within them. 
In his 'structuration theory', Giddens (1984) argues that agents produce and 
reproduce social structures through their own actions: 
social order is constructed in and through the everyday activities and 
accounts (in language) of skilful and knowledgeable actors or members. The 
resources that actors draw on, and are constituted by, are social in character, and 
indeed social structure or regular patterns of activity distributes resources and 
competencies unevenly between actors (quoted in Barker 2000: 180). 
Therefore, individual actors not only bring regularized human activities into 
being, but in the process they also continually re-create the rules of social actions and 
interactions. This argument is very useful when considering the politics of youth 
cultural style as a force conferring internal hierarchy. For example, in Thornton's 
(1995) research on club cultures, young people construct elaborate scenarios whereby 
the superficial or belated activities of other young people serve as a yardstick to 
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illustrate the depth and style of their own culture. We can meaningfully describe these 
distinctions as forms of youth cultural capital since they are used by the youths to 
negotiate and accumulate status within their social worlds. However, the course of 
style formation within a particular cultural group undergoes metamorphosis after 
metamorphosis, thus maintaining 'subcultural capital' becomes a strategic task. 
In sum, youth style is creatively produced by young people's active consumption 
of cultural commodities based on normative criteria. As a result, style embodies 
'subcultural capital' that one uses to make distinctions between the outside and the 
inside on the one hand, and within the youth culture on the other. 
However, what does a style mean? Does it mean a symbolic mode of ‘resistance’ 
to the dominant and/or parental culture as the CCCS theorists argued? Here, I contend 
that the role of commercial cultural products in constituting youth styles does suggest 
that the authenticity of a grass-root, media-free youth culture cannot be sustained 
anymore. Nevertheless, the end of authenticity is not the death of meanings. Styles 
derived from commercial cultural products can still be regarded as symbols of and for 
resistance because of the products' internal contradictions and the possibilities in the 
process of reception-within-context (Best 1998: 19). This implies three things. First, 
the cultural industry has the ability to quickly and efficiently diffuse forms of 
resistance by incorporating and commodifying the objects or styles of that resistance. 
That is, it produces both hegemonic and counter-hegemonic cultural products. Second, 
consumers not only embody the internal contradictions of the cultural products which 
constitute their subject positions but also have agency which enables them to 
construct alternative standards of usefulness, pleasure, or aesthetics. This finally 
accumulates into subcultural capital used as distinctions. Third, resistance must be 
articulated with contexts, which is multi-layered and include, on one end, the 
micro-context in the moment of reception of the cultural product, and on the other end, 
the macro-context of the larger social-historical conditions of a society. 
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Resistance and Contexts 
Interpreting a youth culture as a force of resistance does not entail that this 
culture is subordinated. Rather, using Foucault's (1980) proposition that there cannot 
be power relations without resistances, and that resistances are real and effective 
because they are formed at the point where power relations are exercised, resistances 
take place on many levels and in many forms, including youth culture and its style. 
Both 'oppression' and 'resistance to oppression' are part of the same discursive 
formation constituted by the regime of power (Best 1998: 26), thus the argument of 
subcultural resistance is not premised upon an inferior status of a youth culture. 
However, the seemingly equal status of diverse cultures does not mean equalities 
among people within the cultures. Power distribution among the people who 
participate in different cultural practices can never be balanced because of the 
unbalanced distributions of cultural, social, economic, and political capitals in our 
societies. All these capitals, just like Bourdieu's argument (1984) on cultural capital, 
are the linchpins of systems of distinctions built hierarchically. The hierarchical 
distribution of cultural capital provides us an entry point to explore the question of 
resistance. Thus the general question of resistance can be constructed as a more 
specific one: who take what kind of forms in which place under what circumstance to 
resist whom or what? 
Resistance must be regarded as something that can be effective in one instance 
but not another (Best 1998: 24). As Hall (1996b) argues, resistance is constituted by 
repertoires whose meanings are specific to particular times, places and social 
relationships. That means resistance is not universal or fixed but conjunctural In 
other words, it is historically and contextually specific. Therefore, in analyzing 
resistance of youth culture, we have to make clear the conditions under which 
resistance becomes possible and effective. 
Participants of a culture are located within contexts that determine the 
consequences of their cultural practices. Conventionally, studies on youth culture 
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often concentrate on the context defined at the macro-level. That is, they usually refer 
to the most general historical, social, cultural, political, and economic contours of the 
period under consideration. However, youths' activities exist in more immediate 
settings - schools, workplaces, homes, cyberspace, etc. Therefore, besides the general 
sociocultural context, I will also analyze the ‘institutional，and 'cyber-cultural' ^  
contexts when theorizing the university BBS youth culture in China. 
By institutional context I refer to the organizational situations in which 
discourses are actually created and disseminated. Within this context the producers of 
a certain culture gain access to necessary resources, come into contact with their 
audiences, and confront the limitations posed by competitors and authorities (See 
Wuthnow 1989). Concentrating on an immediate institutional context can help us to 
explain the resistance of youth culture because many young people live in schools or 
universities, and their understandings of societies are acquired through education and 
their limited life experiences. Yet, the picture of the society that is disseminated in 
educational institutions, as well as the educational institutions themselves, may not 
fully correspond to the actual society. The discrepancies between the 'ivory tower' 
and the ‘real world' lead to two concerns: 1) the discrepancies may constitute a key 
problem for the youth to negotiate through their cultural practices, and 2) young 
people's resistance might only be significant in one context (say, the ivory tower) but 
not in the other (that is, the ‘real world'). 
Moreover, people who use the cyberspace for their cultural activities need to face 
an even more complicated situation, because they are also located in a cybercultural 
context. Cyberspace is an extension of real society (Rheingold 1993). Although it 
lacks a physical geography, it still offers users real opportunities for collectivities and 
identities. As Sandy Stone (1991, quoted in Jones 1998: 15) defines, cyberspace are 
‘incontrovertibly social spaces in which people still meet face-to-face, but under new 
definitions of both “meet” and "face".' Cyberspace is 'passage points for collections 
of common beliefs and practices that united people who were physically separated. ’ 
6 I name the cyberspatial environment 'cyber-cultural context' in echoing the frequently used 
term 'sociocultural context' 
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For its frequent users, cyberspace is indeed an environment, which has ‘both material 
and social contexts that present new constraints and opportunities for social 
interaction' (Giese 1998). Cyberspace creates a 'virtual culture' (Jones 1997a) and 
large amounts of discourses on the practices exercised there, as well as on cyberspace 
itself. Free, equal, anonymous, and postmodern might be the most frequently used 
terms to describe the context of cyberspace. Thus, cyberspace has specific meanings 
towards the youth: as a site of producing discourses, cyberspace empowers young 
people and encourages their cultural practices (Bell 2001: 184). 
Sociocultural, institutional and cyber cultural contexts are the three concrete 
environments in which the Chinese college students interact with each other. On the 
one hand, when combined together, they form a more complete picture of the context 
in which Chinese student BBS users find themselves. But on the other hand, the three 
contexts have their distinctive effects on young people's cultural activities. Therefore, 
we cannot reduce one context to another, especially when the discourses produced in 
each context may be contradictory to each other. A historically specific and 
multidimensional understanding of contexts provides us a way to recognize a set of 
possibilities of resistances. More specifically, cultural practices exercised within one 
context might be resisting the discourses or cultures in another context. 
Conclusion 
A theory is fundamentally related to the context in which it is developed 
(Grossberg 1992: 16-22). Therefore, it is necessary to notice that the CCCS approach 
is closely related to the fast development of capitalism in western modem society in 
the 1970s. It remains significant in researching working-class young people's 
behaviors, attitudes and cultural practices in that society. But into the beginning of the 
21 St century, consumption has already replaced production as the central activities in 
the capitalistic society, global cultural developments are more chaotic, and cultural 
hybridization makes the idea of cultural authenticity confusing, if not irrelevant. 
We have to recognize that youth cultural activities are 'inside' today's consumer 
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culture, yet we need not deny the cultural participants' agencies in their active 
consumption of popular culture and creative production of styles. Style embodies 
'subcultural capital' serving as distinctions. The diversity and internal contradictions 
of consumer culture and its products enable the young to negotiate between their 
cultural expressions, the cultural industry, and media representation. Resistance is 
possible in particular moments and under specific conditions. It is conjunctual and is 
not only a theoretical representation but also has real functions. 
An image of a youth community is the basis of a youth cultural style. As Gelder 
and Thornton (1997: 3) argues, ‘the distinction between subcultural insider and 
non-subcultural outsider is often a matter of collective perception rather than any 
legal, physical or geographical divide.' Therefore, community is one of the most 
crucial aspects in exploring youth cultures. Youth cultural members acting in 
cyberspace share cyberspatial affiliations, and they maintain their own 
communication styles, language genres and symbolic rituals. In the past decade, 
'virtual community' has been widely used as the term for various kinds of 
'communities' in cyberspace, and it is this still controversial concept that we are now 
turning to. 
Virtual Community as Bund 
What constitutes online groups? This is a key question for researchers of the 
Internet. Although many scholars frequently use the term 'virtual community' to 
describe various online groups, the nature of ‘virtual community' is still hotly 
contested. Some regard virtual groups as ‘ubiquitous and seemly arbitrary' 
(McLanghlin, Osborne & Smith 1995), and virtual community as where virtual 
strangers exchange information and idea (Sproull & Kiesler 1991). Others regard 
them as places for virtual friends to debate their on-line personae (Reid 1991). Some 
pay attention to specific user groups such as hackers (Meyer & Thomas 1990), while 
others focus on people's enthusiasms in role-playing (Curtis 1996; Serpentelli 1993). 
There is still no commonly accepted definition on 'virtual community.' 
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In fact, the concept of 'community' itself is problematic, as conceptions of 
communities in pre-modem, modem and postmodern societies differ from each other 
considerably. Thornton (1997) points out that 'community', based on Tonnies's 
dichotomy of Gemeinschaft and Gesellschaft, suggests a relatively permanent 
population that is aligned to a neighborhood and family. This definition of 
'community,' however, is not suitable for today's more unstable, fleeting and diverse 
social conditions. People experience their lives in individualized ways, and in 
ephemeral or persistent associations with others. 
In the online world, the traditional concept of community is even less useful. 
When we dig into the unstable, ephemeral and temporarily associated groups in cyber 
contexts, a different conception of social association would be needed. The concept of 
‘Bund，’ originally proposed by German sociologist Herman Schmalenbach in his 
critique of Tonnies's, is a candidate here. I will show that this concept is suitable for 
the purpose of conceptualizing 'virtual communities.' But before that, it would be 
necessary to explain why the term 'virtual community' is incorrect and insufficient. 
A Problematic Debate on Virtual Community 
Whether virtual communities exist is one of the most prominent and 
controversial questions in the study of cybercultures. Rheingold (1993a), whose book 
popularized the idea of virtual communities, argues that words on a screen are quite 
capable of creating a community from a collection of strangers. However, some 
scholars have argued that groups in cyberspace do not constitute communities 
because something is missing when these groups are compared to the more traditional 
face-to-face communities. In response, some proponents of online communities argue 
that online groups do not exist merely in cyberspace but they also have the potential to 
support or transform into face-to-face communities and help hold local communities 
together (Kollock and Smith, 1999). It seems that the debate has been polemical, 
splitting between the optimists who argue that cyberspace re-enchants the currently 
eroding real communities and the pessimists who argue that online communities 
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cause damage to real communities by encouraging a withdrawal from real life. 
To get a fix on arguments around online community, we may first have a closer 
look at some writings of the opponents of virtual communities. Avital Ronell (1996) 
calls ‘virtual community' a ‘Utopia’. He suggests that 'virtual reality, artificial reality, 
dataspace, or cyberspace is inscriptions of a desire whose principal symptom can be 
seen as the absence of community，(p. 119). The virtual spaces are simulations of ‘real 
—world，，which is not conducive to the formation of community. In such spaces, 
modes of interaction are implicitly monadic.? The concept of a virtual community is 
inherently flawed because it is based on existing modes of social interaction occurring 
in the margins of conventional urban space. 
Sardar (2000) tries to deny the 'real essence' of online community by comparing 
it with real community. He argues that real community: 
generates issues which arise with relations to time and space, history 
and contemporary circumstances, and require responsible judgment - which 
is why so many issues are difficult, they require balancing of opposing 
pressures. A cyberspace community is self-selecting, exactly what a real 
community is not; it is contingent and transient, depending on a shared 
interest of those with an attention span of a thirty-second soundbite (p.735). 
However in the other camp of the debate, Rheingold's (1993b) description of 
virtual communities is often cited for an understanding of online community: 
A group of people who may or may not meet one another face-to-face, and 
who exchange words and ideas through the mediation of computer bulletin 
boards and networks. In cyberspace, we chat and argue, engage in intellectual 
discourse, perform acts of commerce, exchange knowledge, share emotional 
support, make plans, brainstorm, gossip, feud, fall in love, find friends and lose 
7 This term comes from the 17^ century German philosopher Leibniz, His idea of 'monad' 
characterizes the state whereby solitary individuals pursue their appetites and needs in complete 
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them, play games and metagames, flirt, create a little high art and a lot of idle 
talk. We do everything people do when people get together, but we do it with 
words on computer screens, leaving our bodies behind (p.58). 
Rheingold (1993a: 5) defined online communities as ‘social aggregations that 
emerge from the Net when enough people interact for long enough, with sufficient 
human feeling, to form webs of personal relationships in cyberspace.' He likens each 
discussion group to a small country town, and each collection of discussion groups to 
a city, with a highway that 'opens onto the blooming, buzzing confusion of the Net, an 
entity with properties altogether different from the virtual villages of a few years ago, 
(p.10). It is important to note, however, that Rheingold associated virtual community 
with some form of interaction in the real world. Believing that people need regular, 
real-world contact, virtual community is considered as an extension of a real-world 
conventional community into the cyberspace. 
But empirical studies have shown that the cyberspace is more than a simple 
extension of existing offline communities and identities. It is, instead, part of a lived 
culture, informed by and informing other parts of the users' lives. Cyberspace 
interacts with the real world and provides a flow of experiences for netizens. As 
Kevin Robins (in Bell and Kennedy 2000) argues, 'virtual communities do not exist 
in a different world. They must be situated in the context of [the] new cultural and 
political geographies [of our time]' (p.86). Virtual reality is not merely an alternative 
reality in a world gone wrong, where community has become a 'lost object', longed 
for and looked-for in cyberspace. Techno-sociality is the basis for developing new 
forms of community and conviviality. 
Rather than siding with one side of the debate, it should be noticed that the 
debate itself has its problematic aspects. It is polarized into two opposing viewpoints, 
and forces a separation between online and real life. Wellman and Gulia (1999: 167) 
comment that the terms of this debate are 'Manichean, presentist, unscholarly, and 
isolation from one another (Holmes 1997: 236). 
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parochial.' Entangling with the debate, Ananda Mitra (2000: 677) suggests, may be a 
result of 'the way we have been naturalized to think of communities.' And as James 
Slevin (2000: 91) argues, when we study online community, we need to set it in the 
broader context of 'a critical approach to the concept of “community”.’ Therefore, 
before answering the question 'whether there are virtual communities,' we need to 
re-examine what ‘community, means. 
Gemeinschaft, Gesellschaft, Bund: A Trichotomy 
‘Community, is one of the concepts (others including 'culture,' ‘ritual, etc.) that 
have caused immense difficulties in conceptualization and theorization over the years. 
This is partly the result of the fact that all social scientific concepts are defined within 
pre-existing theories which are very contentious as well (A. P. Cohen, 1985). For 
example, some scholars suggest that the domination of modem social life by the state 
and the essential confrontation of classes in capitalist society have made 'community' 
an anachronistic concept. However, this suggestion is spurious, A. P. Cohen argues, 
since it stipulates to community those features of social life which are, by definition, 
lacking from modernity (p.11). 
Early theorists on community take it for granted that organisms become 
increasingly refined and well adapted to changing circumstances. Toimies, Durkheim, 
Weber and others developed their thinking on community based on this evolutionary 
perspective (A. Cohen 1985). They speculate on the nature of the change required in 
social organisms to meet the conditions of urbanization and industrialization, which 
lead to social and geographical mobility and heterogeneity within a society. Tonnies 
described a transition from Gemeinschaft to Gesellschaft. Durkheim constructed the 
dichotomy of mechanical solidarity and organic solidarity. In both cases, individuals' 
social lives become more and more specialized in the process of social transition. 
Kinship becomes less significant in constraining social action, and a person's social 
relationships give way to the ‘individual’. People's behavior in modem society, 
transformed from pre-modem society, has to be modeled by the specific end in view, 
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or in Weber's terminology, has to be ‘rational，. Not surprisingly, these writers 
associate 'community' with the former, a closely connected mode of social 
relationships and interactions, and regard it as being very attenuated, if not totally 
non-existent, in modem society. 
Dear (1988) points out that modernism pursues a unified, grand theory of society 
and social knowledge. Through meta-narrative and meta-discourse, it seeks 
universally applied truths and meanings. The result is a variety of internal 
consistencies. Thus Tonnies, Durkheim, Weber, and their followers, along with their 
'modem conception' of ‘community,’ fail to provide adequate explanations for the 
differences between peoples and places in concrete social contexts. Consider the 
following questions: Do the great transformations of social, political, and economic 
conditions in the modem society imply the ‘death，of communities such as kinship or 
neighborhood associations? When we use the word 'nostalgia' to describe how people 
searching for community, imagined in distinctively romantic, Gemeinschaft-likQ 
ways, as the bulwark of society, are we yet feel depressed about the loss, decline, or 
erosion of communities? How could the ‘gesellschaftlich，conditions and the 
instrumental attitudes that the early theorists regard as the defining characteristics of 
modem societies explain why people elect to adopt non-kin, close-knit communions 
such as online community? Or is the disappearance of and nostalgia for communal 
relations under the conditions of modem society only a sociological truism based on 
Tonnies and Durkheim's dichotomies? (See Dennis 1968) 
Herman Schmalenbach (1922), a German sociologist, tried to use a third term, 
Buncf, to correct the simplicity of the dichotomy of Gemeinschaft and Gesellschaft in 
Tonnies' writings. His works, however, tend to give only a sketchy outline of this 
concept as a critique of Tonnies's Gemeinschaft (Abrams and McCulloch 1976: 
8 Bund, a German noun, is usually translated as 'league', 'federation' or 'communion'. It 
comes from the Indo-Germanic verb hhend, which means 'to bind' or 'to tie'. One example of Bund is 
the early German Youth movement, which was conceived as a type of social organization in which 
young people sought the 'authentic' life of the nomad and the simple pleasures of roaming in the forests 
among the peasants. It provided those involved with a sense of belonging and of fusion, an idealized 
'authentic' experience of the 'Gemeinschaft' of the past, and the means of regenerating the society. It 
was conceived as representing young people's desire for communion in small groups and rejection of 
the spiritless individuating tendencies of modem bourgeois culture (See Hetherington, 1994). 
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165-166; Bell and Newby 1976: 40-41; Hetherington 1994: 6). The concept thus is 
largely buried ‘in the footnotes of sociological theory' (Hetherington 1994: 1) over 
the past decades until Kevin Hetherington's (1994) article ‘The contemporary 
significance of Schmalenbach's concept of the Bund' in The Sociological Review. 
Hetherington argues that the concept of Bund describes 'the basis of a type of human 
sociation that cannot be neatly fitted into any of the old dichotomies: 
rational/irrational, pre-modem/modem or Gemeinschaft/Gesellschaft' (p.l). 
Although the concept is much neglected (E. Cohen, 1983)，it still has inspired some 
sociologists' understanding of contemporary social relations or movements (See Shils 
1957; E. Cohen 1983). 
What is Bund 
According to Hetherington (1998)，Schmalenbach establishes a trichotomous 
basis for social actions: 1. Gemeinschaft: traditional social action and governance; 2. 
Bund: affectual and value-rational social action and charismatic governance; 3. 
Gesellschaft: instrumentally rational social action and legal-rational governance. The 
difference between a Bund and a Gemeinschaft is that the ascriptive and constraining 
aspects of the latter are based on the natural will and unconsciousness (the blood bond 
for example), while the ascriptive conditions of Bund are the elective, 
affective-emotional solidarity. That is, the Bund is a wholly conscious phenomenon 
derived from mutual sentiment and feeling. The difference between a Bund and a 
Gesellschaft is that, in Tonnies's view, the world of gesellschaftlich conditions 
produces an alienating 'lonely crowd' (Riesman, 1956) of atomized individuals. The 
idea of Bund, however, emphasizes that while the modem world promotes greater 
individuation through the weakening of 'organic' tie of traditional community, it also 
promotes conditions for another kind of 'community.' Thus, the concept of 
Gesellschaft does not recognize individuals' intense experiences of communities in 
modem society. 
As Maffesoli (1996) suggests, we no longer live in an era where social solidarity 
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directly follows distinctions in class, occupation, location, or even nationality. There 
are a series of elective and affectual ‘neo-tribes’ in the contemporary world. This is a 
shift to a postmodern society where a plurality of lifestyles and identities that one can 
choose from, play around with, adapt and enjoy, exist. Yet all these characteristics are 
already incorporated into Schmalenbach's conceptualization of Bund. 
Generally speaking, a Bund is ‘an elective grouping, bonded by affective and 
emotional solidarity, sharing a strong sense of belonging' (Bell 2001: 107). This 
concept can help us explain and understand the manner of elective groups and 
lifestyles in modem society in which compulsive and coercive communities are 
absent. Similar to Gemeinschaft and Gesellschaft, 'Bund' refers to a specific form of 
sociation with its own features and characters. It emphasizes 'on elective membership 
in small groupings that promoted a sense of participation around a set of strongly held 
values and totemic symbols, and a shared sense of belonging, usually with a 
charismatic leader as the focus of the group' (Hetherington 1998: 89). A Bund can be 
regarded as ‘an attempted basis for re-communitisation of social relations within 
modem, gesellschaftlich conditions but one which applies individual choice as the 
basis for membership rather than class, gender, ethnic, or other origins' (Hetherington 
1998: 89，emphasis added). Therefore, two characters are highly significant to the 
concept of Bund: elective membership and charismatic identification. 
Character 1: Elective Membership 
The three categories of Gemeinschaft, Gesellschaft and Bund are not totally 
separate. According to Schmalenbach (1977), the Bund is an intermediate social 
category that should be taken into account when people wish to show how society is 
characterized by either gemeinschaftlich or gesellschaftlich social conditions. The 
Bund is inherently unstable and fleeting. It breaks up or is routinized in either 
gemeinschaftlich or gesellschaftlich forms of sociation. For Schmalenbach, 
individuation is not a specific to the gesellschaftlich conditions of modem society. It 
also exists in the pre-modem Gemeinschaft. Thus he presupposes that the individual 
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is prior to social relations, but an individual can only realize him or herself within 
human sociation with others. In this sense, the Bund promotes and denies 
individuality at the same time. As Schmalenbach (1977: 94-95) argues: 
The comrades of communion (Bund) have nothing at all to do with one 
another in the beginning. The communion is originally established when they 
meet each other... The experiences that give rise to communion is closer to 
society (Gesellschaft), it approaches community (Gemeinschaft) after it has 
been established. 
Figure 2.1 below describes the relationship between individuation and sociation 
in a Bund. 






Society / Gesellschaft Individuation is promoted 
Figure 2.1. Relationship between individuation and sociation in a Bund 
From this figure, we can see that Btinde^ are liable to be turned into either 
gemeinschaftlich or gesellschaftlich forms of sociation as they break up or are 
routinized. Thus the elective condition of a Bund offers a less rigid and more cyclical 
view of community than the unilinear one offered by Tonnies (1955). This is 
especially so in the case of those who seek to create a lifestyle that is emotionally 
9 Biinde is the plural form of Bund. 
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committed towards others. 
People who construct a Bund seek collectivities of like-minded others with 
whom they can identify, and a lifestyle that is meaningful on affectual and 
value-rational grounds. In the process, they organize their lives around interests and 
enthusiasms that are individually chosen but collectively and affectually realized 
outside routine daily activities. In stressing the Bund as an electively associated 
collectivity, Schmalenbach shows that it is the intentional act of joining together with 
strangers that constitute the basis of their community of feeling and mutual solidarity. 
However, elective membership makes the Bund unstable. The social bonding 
involved is very weak, and thus the Bund requires considerable effort in 
self-management. This continual self-management provides not only a commonly 
accepted lifestyle for its members but also a high degree of interpersonal 
communicative skills to facilitate the members' identification with each other. 
Identification is not just a cognitive exercise in recognition. More significantly, it also 
involves a series of practices. As a self-enclosed association, the Bund produces ‘a 
code of practices and totemic symbols' (Hetherington 1998, p.98) serving as the basis 
for identification. Further practices and symbols of a Bund express some mode of 
charismatic identification. The cohesion of the group is maintained through forms of 
identification often organized around charisma. 
Character 2: Charismatic Identification 
Schmalenbach uses Weber's (1968) theory of routinization of charisma to 
explain the Bund's transition from an unstable into a stable state. Charismatic 
governance is one of Weber's trichotomy of legitimate authority (legal-rational and 
traditional authorities are the other two, see Weber 1968: 215-216). The idea of 
routinization of charisma follows from the argument that a Bund is an affective form 
of association. 
Charisma usually implies obedience to the will of a leader (Weber 1968: 24Iff.; 
Shils 1965). The charismatic quality of an individual as perceived by others lies in 
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his/her qualities, personalities, words, actions, and products (Shils 1965). In this sense, 
styles and core values a leader holds are two main sources connecting the leader and 
his/her followers. As a state of calling, charisma has a peculiar status of being 
perceived as a relational substance (Shils 1965: 201). As Hetherington (1998: 93) 
further argues, this charismatic substance can disperse as a transcendental influence 
upon people in the vicinity of 'prophets' who are perceived as having this charismatic 
substance within them. As an elective sociation, the Bund produces a heightened 
sense of individualism. Therefore, a strong resistance to the notion of a charismatic 
leader among members who individually choose to join a Bund is likely to exist. 
Therefore the goal of collective responsibility and enthusiasm for a set of beliefs is 
more likely to lead to the generalization of the condition of charisma through a 
process of diffusion within the Bund. As a result, the generalized charisma, rather 
than existing in a particular leader who acquires the members' adherence, is to be 
expressed in the members' practices (See Willis 1978). 
In sum, charisma in this general sense is expressed through the performance of 
members around some core values and styles within a Bund, rather than through the 
adoration of a leader. The significance of charisma is that it makes the Bund a 
relatively stable association within which some core values and styles produce a code 
of practices and symbols as the bases for identification. 
Having elaborated on the main characters of Bund, I would like to use 
Hetherington's (1994) 'ideal typical description of the Bund' as a not so succinct 
definition of Bund to end this part of the discussion: 
As well as being small scale, ...the Bund is an elective, unstable, affectual 
form of sociation. Biinde are maintained symbolically through active, reflexive 
monitoring of group solidarity by those involved, in other words they are highly 
self-referential, in which participants define themselves as individuals in 
relation to the others that make up their Bund. (p. 16) 
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As Lash (1990: 139) suggests, after modernity, or perhaps at some point during 
modernity, something new came into being, which 'creates a challenge to the classical 
sociological periodization of Gemeinschaft to Gesellschaft, status to contract, 
mechanical to organic solidarity, or, more generally tradition to modernity' (Lash 
1990： 139). Schmalenbach offers us an ideal typical form of sociation that can be 
taken as the basis for understanding this 'something new' as suggested by Lash.^ ® 
Potentially, the concept of Bund is relevant to understanding the various conditions of 
our current 'postmodern' society - economic and cultural globalization, 
de-individualizing and individualizing processes, dis-embedding of social 
relationships in time and space, and the rise of affective-emotional groups as 
distinctive lifestyles, etc. But in the present study, the concept of Bund is used for a 
more modest task: to help explaining the significance and dynamics of elective 
groups in the cyberspace. 
Bund and Virtual Community 
Hetherington (1994: 2) suggests that the concept of Bund is ‘of continuing 
relevance as a basic form of sociation in many areas of contemporary life.' To extend 
his argument, I contend that the concept also retains significance as it defines the 
constitution of virtual communities that have become more and more intimately 
connected with many people's daily lives. 
However, introducing the concept of Bund into the argument on virtual 
community is more than changing a dichotomy into a trichotomy. Some conceptual 
articulations need to be done. It should be noted that even Hetherington's research on 
Bund is largely based on face-to-face sociations. However, over the last decade, 
society has become increasingly networked. New communities can be based around 
common interest rather than shared geographical locations. Online communities are 
the most prominent kind of these new communities. 
To see how the concept of Bund can be related to virtual communities, we may 
10 In fact, Schmalenbach (1977) anticipates many of the themes in current discussions about 
what is now called a period of postmodemity, for which Schmalenbach called 'The Late Period.' 
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begin with a fundamental question- what constitute these online communities? Users 
in the cyberspace are restricted by neither time nor space. Their mobility and 
anonymity allow them to defy seemingly immovable structural forces, such as 
netiquette^\ 'the generally accepted codes of conduct and behavior on the Internet' 
(Bell 2001: 128). Despite the hot debates on the definition of virtual community, one 
fact is undeniable: certain groups of people who interact via the digital networks do so 
because their interests are akin (Waston 1997). Furthermore, an important cultural 
aspect of CMC12 should be noticed: participants in online groups do develop common 
understandings. An example is the development and use of 'emoticons,'^^ while the 
use of the language of A Chinese Odyssey would be the corresponding example in the 
present case study. The community aspect of virtual community is based on 
‘sufficient human feeling' (Bell 2001: 99). And as Jones (1995: 61) suggests, 'the 
creation of forms of expressive communication, identity, relationships, and norms 
through communicative practice in computer-mediated groups is pivotal to the 
process of creating community.' Thus, in analyzing online communities, what are 
more important are their communicative aspects rather than their structural 
configurations. 
These arguments point to the suitability of using the concept of Bund to 
conceptualize virtual community. Firstly, people 'self-select' to be members of online 
groups. Their individuality is prior to their relations developed by mutual interactions 
in cyberspace. Secondly, virtual communities are unstable, since members within 
them can log-in and log-out in every moment. When no person goes online, the 
community disappears. Thirdly, there are rules constraining members' expressions 
and behaviors. However, these rules result from members' interactions and mutual 
'feelings,' which might vary from time to time, and thus they do not have enough 
power to guarantee a stable formation of groups. Fourthly, what integrate members in 
online communities are not internal connections such as kinships but their shared 
“ Netiquette means net etiquette. 
12 Computer Mediated Communication 
13 Emoticons are icons used by internet users to express emotion, e.g., : ) indicates happiness. 
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interests represented by some charismatic properties. The routinization of charisma 
can enhance the stability of virtual communities. And, finally, in order to identify with 
each other in a virtual space, participants cannot use face-to-face tactics but have to 
develop their own unique styles to serve as the bases for identification. 
By contrasting these five main features with the definition of Bund as I discussed 
above, we can argue that virtual community is a peculiar example of Bund in the 
cyberspace. The following thus is my definition of virtual community: 
Virtual community is an unstable and elective form of association in 
the cyberspace based on the participants' mutual interests around some 
charismatic properties, which can produce unique styles to serve as the 
bases for identification. 
To risk belaboring the point, I must emphasize again that to participate in virtual 
communities is not to withdraw from real-life. It does not necessarily exacerbate the 
decline of real-world sociality. On the contrary, virtual communities may even bring 
people back into meaningful social relations with one another, in both the virtual and 
the real world. The two extreme views discussed earlier in this chapter come from an 
uncritical acceptance of Tonnies's dichotomy of the Gemeinschaft and the 
Gesellschaft. Virtual community is an extension from real life society. By the same 
token, cyber subcultures represented by people's interactions within virtual 
communities are also extensions from people's daily lives, yet the styles of these 
subcultures are more idiosyncratic than the traditional ones. 
Conclusion 
In this chapter, I have reviewed the key concepts for my study on youth 
subculture in cyberspace. By critically reviewing the traditional CCCS approach to 
youth culture, I have discussed the concepts of style and resistance. I argue that style 
is produced ‘inside，the cultural industry. It is not only a symbol loaded by values, it 
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also objectifies the subcultural capital which serves as distinctions that confer 
hierarchical statuses inside a subcultural group. Style does not merely represent 
resistance. Resistance is one of the possible effects of people's negotiation between 
subcultural expressions and the cultural industry. Resistance is conjunctural; it is 
historically and contextually specific. Recognizing that 'context' is multi-layered, in 
this study I concern not only the general sociocultural conditions, but also the 
institutional context, or more specifically, university, and the cybercultural context. 
Besides, in both real life and virtual space, subcultural formation is realized 
collectively. Subcultural participants share the same spatial affiliation and maintain 
their own communication styles represented by language genres and symbolic rituals. 
The concept of Bund is introduced to describe how people interact with each other as 
individuals, while at the same time constitute their group around some charismatic 
properties in cyberspace. 
All the concepts above are instrumental in the present case study: a youth culture, 
based on a Hong Kong movie's language, on university BBSs in China. The next 
chapter will provide a description of the case, which is an interesting subcultural 
phenomenon called ‘A Chinese Odyssey Fever.' I will also state the research questions 
based upon the characteristics of the case and the theories I reviewed in this chapter. 
And finally, I will also explain my research design. 
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III. Background, Research Questions and Research Design 
Background: 'A Chinese Odyssey Fever' in University BBSs 
It was about late 1999 when some articles about a Hong Kong movie, A Chinese 
Odyssey, became very popular in the university-based BBSs. These articles were 
forwarded again and again from one BBS to another. Most authors of these articles are 
Mainland Chinese college students. Gradually, besides discussing the content of the 
articles and the movie，students began to use the dialogues in the movie as their own 
argots. It seems that the movie becomes a part of their lives and reshapes their way of 
speaking, and even their way of thinking. It prompted Zhang et al. (2000) to claim that 
A Chinese Odyssey is the bible of Internet language in China. 
To explore this interesting phenomenon, we first need to know about the film. In 
this part I will summarize the main plot of the film and briefly describe its main 
characters. I will also discuss the notion of 'nonsense comedy,’ a special sub-genre of 
comedies to which A Chinese Odyssey belongs. Nonsense comedy became hugely 
popular in Hong Kong in the 1990s, and at the end of the decade, it found its course of 
popularity in the university BBSs in China. 
Chiau Sing-chi's ‘Nonsense Comedy': A Chinese Odyssey 
The movie is composed of two parts - Pandora's box (月光寳盒)and Cinderella (仙 
履奇緣)—which add up to a length of four hours. It seems impossible to synopsize this 
film, as it involves time-travel, reincarnation, soul-switching, Buddhism, and all 
kinds of gods and ghosts. The whole story is based on Wu Cheng-en's (吳承恩、）16th 
century novel Xi You Ji (西遊言己)，usualy translated as Journey to the West. But the 
film only keeps the names of some main characters, such as the Monkey King (Sun 
Wu Kong,孫悟空),Longevity Monk (Tang Sanzang,唐三藏)，and Piggy (Zhu Ba Jie, 
豬乂〈戒).It keeps only one important scenario from the original work: the Monkey 
King was punished by Sakyamuni (Shi Jia Mou Ni,釋逝牟尼）to live in the secular 
society for 500 years, and after that, he had to go to the West to find the canons 
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of Buddhism with his master, Longevity Monk. 
The first part of the movie follows the wily antics of the Monkey King, played by 
Stephen Chiau Sing-chi (周星房也).The Monkey King incidentally dies at the hands of 
an omnipotent goddess, only to be reincarnated 500 years later as the leader of a 
nomadic desert gang, named Joker (Zhi Zun Bao,至尊寳).Before reincarnated to 
become the Monkey King again, he meets a pair of she-devils, one of whom was jilted 
by him in his previous life and had to endure a half-century's worth of sorrow and 
frustration. The Monkey King and this she-devil, named Bai Jing Jing (白晶晶)， 
rekindle their relationship. But unfortunately, at the end of part one, he loses her in a 
time-travel using the Pandora's box. 
At the beginning of part two, Cinderella, the Monkey King goes back to 500 
years ago and meets one beautiful goddess, Zixia (紫霞)，who gradually falls in love 
with him. However, the Monkey King keeps trying to find the Pandora's box, since he 
wants to go back to find Jing Jing and to fulfill his promise to marry her. In his journey, 
he meets his spiritual teacher, Longevity Monk, who tries to use his own Cantonese 
rendition in an attempt to win back his brave and powerful pupil in order to continue 
his long travel to the West. As the story goes on, the Monkey King faces two 
dilemmas. First, his true love is Zixia but he has to keep his promise to marry Jing 
Jing. Second, the Bull King (Niu Mo Wang,牛魔王)，an evil monster who wants to 
marry Zixia and eat the flesh of Longevity Monk/^ has kidnapped both Zixia and 
Longevity Monk. And if Monkey King were entangled in any emotional relationship 
with either girl, he could not re-gain his magical power and thus could not rescue his 
master and his love. Finally, Monkey King realizes his divine destiny. He withdraws 
from emotional obsessions, kills the Bull King, saves his master, and follows 
Longevity Monk to go to the West. 
As one of Stephen Chiau's 'nonsense comedies,'^^ A Chinese Odyssey has the 
14 Eating the Longevity Monk brings immortality. This attracts a lot of demons, and this is why 
Longevity Monk needs Monkey King's to be his guardian. 
15 'Nonsense' is the translation of the phrase mou lei-tau (無厘頭)in Cantonese. According to 
Stokes and Hoover (1999: 250), definitions of mou lei-tau range from 'without a shred of meaning' to 
‘at evens and odds.' 
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main characteristics of all Chiau's major works: nonsensical, the use of sometimes 
vulgar but humorous language/^ parodies and obscure puns, a mass of contradictions, 
grass-root heroes of irrationality, struggles between the good and the evil, and so on. 
Teo (1997: 246) regards Chiau's 'nonsense comedy' as 'one manifestation in the 
multi-faceted grid of the postmodernist edifice.' Its postmodernism comes from its 
exercise in pastiches of various cultural forms. Although Stephen Chiau himself 
denies that he intentionally mixes these different cultural factors to express 
postmodernist ideas^^ and to deconstruct heroes, many Mainland Chinese audiences 
do take this film as a canon of postmodern comedy. In their eyes, the art of 'nonsense 
comedy' is a refinement of parody and entertainment. 
However, the Mainland Chinese did not accept the film when it first came into 
China. The film's process of gaining popularity in Mainland China is just what its 
name describes: A Chinese odyssey. 
A Chinese Odyssey's, Journey to the North 
To many Hong Kong residents, Mainland China is an underdeveloped socialist 
country in the north. To many mainlanders, Hong Kong is a highly developed 
capitalistic society in the south. Before the 1980s, Hong Kong was a myth to many 
mainlanders: rich, free, and westernized. After China began its own economic reform 
and open-door policy in the early 1980s, more and more mainlanders get access to 
Hong Kong manufacturing as well as popular cultural products. As Hong Kong's 
most popular comedian since the late 1980s, Stephen Chiau was firstly recognized by 
mainlanders in 1992 as one of his ‘nonsense comedies,' Flirting Scholar (Tang Bo-hu 
16 Chiau's 'nonsense comedies' depend heavily on an intensive use of Cantonese slang. 
Therefore, while native Cantonese speakers can fully enjoy the insinuations and in-jokes, some 
western critics argue that Chiau's expressions are not always translatable into English or Mandarin. 
Similarly, not all of Chiau's humor is translatable. Some of them are vulgar, toilet jokes, for instance, 
and some are parodies of conventional Hong Kong film genres which require background knowledge 
of the local cinema to understand. The version of A Chinese Odyssey popularized in mainland China is 
translated into Mandarin by Taiwanese. In this version, although not all Cantonese slang can be 
translated, Taiwan dubbers use their unique way to keep most humorous factors in the film yet wipe off 
some vulgar meanings or expressions from the original version. 
17 In one public lecture in Hong Kong University, I asked Stephen Chiau if A Chinese Odyssey 
intentionally uses the art of postmodernism. His answer is no. In fact, he said that he knew nothing 
about postmodernism and only tried to explore the theme of 'love' in this film. 
38 
dian qiu xiang,唐伯虎點秋香)，was publicly shown in Mainland. It made the top-ten 
motion pictures in 1992 in terms of box office (Zhang et al. 2000). 
However, A Chinese Odyssey, shown in Mainland three years later, would 
become his Waterloo. When it was first shown, it earned a very bad box office and 
reputation. In some cities, there were less than ten audiences in each show. Some 
cinema managers complained of losing money. Xi'an Movie Company, another 
investor of this film, lost almost a million dollars (Zhang et al. 2000). Some people 
even used the word ‘vulgar’ to express their dislike. It seemed that the film really got 
a bad reception in mainland. Some mainlanders regard it as nothing more than a 
comedy - it make people laugh but leaves nothing to be reflected upon. Nevertheless, 
in the mid-1990s, there was a lack of such kind of comedies in mainland. Thus, 
despite the seeming unpopularity, some mainland TV stations, including CCTV-6， 
began to show A Chinese Odyssey on their film channels during long vacations in 
order to fill up the program schedule. At that time, many mainlanders still took it as a 
'crude stodgy Hong Kong movie,' a label often used in Mainland to describe 
commercial Hong Kong movies. Nonsense humor, deeply rooted in Hong Kong 
postmodernist culture, was apparently nothing but nonsense to most mainlanders. 
At the time when many mainlanders have almost forgotten this film, it suddenly 
became a hot topic in year 2000. People were shocked by the so-called 'A Chinese 
Odyssey fever' among so many Chinese college students. Some of them wrote articles 
on this film in the university BBSs in order to tell more people about this marvelous 
film and their fondness for it. Some tried to find more people who like the film in 
order to share their thoughts and opinions. Later, the film's popularity in the BBSs 
was demonstrated in a unique way: A BBS user may not write anything about the film, 
but she will leam to use the dialogues and some special language derived from the 
film. In fact, some BBS users were forced to leam these words and sentences in order 
to communicate with others. Gradually, a very strange but exciting phenomenon 
appeared: Chinese university BBS members use the film's language in discussing 
politics, arts, technologies, and virtually every topic. Some BBS users change their 
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membership identities to that of the film's characters; some cite the dialogues in their 
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personal descriptions, which are used to construct their images in BBS. 
From 1995 to 2001, A Chinese Odyssey had made a long journey from Hong 
Kong to mainland to build its fame. During its journey, it had been translated, 
interpreted, adapted, and finally accepted as a language style in the Chinese university 
BBSs. The journey is a process of transculturation. Chan and Ma (2001: 3) defines 
transculturation as ‘the process by which one culture is transformed by another for 
self-aggrandizement when they come into contact.' It ‘takes place when people are 
given a cultural choice [and when] there is a strong tendency for people to 
reproduce what seem to be their own cultures'(p. 13). Following this argument, A 
Chinese Odyssey can be considered as a cultural choice given to the mainland Chinese 
university students which helps them constituting their own BBS youth culture. 
Research Questions 
‘A Chinese Odyssey Fever' in Mainland Chinese university BBS constitutes a 
distinctive BBS culture. However, it is also a 'subculture' because, even in the 
university BBS, the language style is not exercised by all users. Although there are no 
established groups specialized in discussing the film in the BBSs, there is one 
‘imagined community' cutting across each university's BBS. Members of this 
community do not need to know the names of each other; they can identify with other 
members or manifest their membership by using the language style. More importantly, 
their online interactions are based on their same passions towards the film. Therefore, 
we can take this BBS subcultural community as Bund established on the basis of a 
mutually accepted language style and affective investment. 
Following the discussion, in broad terms, my research questions are: 
1. How and why does a BBS subcultural style come into being? 
2. How is the resistance of a youth culture possible? 
18 In contrast to the passions of Chinese college students, it is interesting that Stephen Chiau 
has almost forgotten his scripts. When he visited Peking University in May 2°d, 2001, he couldn't recite 
his most famous monologue that he had spoken twice in the film. Finally, almost 3000 students, who 
bought tickets to listen to his lecture, helped him to complete the monologue by reciting it together. 
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These two questions can be reframed into more specific ones: 
1. What are the characteristics of the Chinese university BBS youth 
culture? 
2. Why do Mainland Chinese college students use a Hong Kong movie's 
language as a style in the BBS? 
3. Why do they choose university-based BBSs as territories of their cultural 
practices? 
4. How do they use the style to constitute a BBS youth cultural 
community? 
5. Within the contexts of contemporary Chinese society, university 
institution, and BBS environment, what are the members of the youth 
culture resisting? 
Research Design 
The aim of my research is to explore the style of a BBS youth cultural 
community and its resistance. It is important to listen how the participants themselves 
interpret this BBS culture; that is, their narratives of how the style comes into being, 
their feelings towards the BBS youth cultural community, and their interpretations of 
the meanings of the style and the community. 
Therefore, I conducted semi-structured, face-to-face interviews with fifteen 
Mainland Chinese college students, some have graduated already and some are still at 
school. Most of these interviewees are obtained by using a snowball sampling method. 
I begin by identifying several interviewees who are active in the three university 
BBSs I participate in. Then I ask them to recommend others who also use university 
BBSs and have seen the film of A Chinese Odyssey. All the interviewees come from 
four different Chinese universities. They range from eighteen to twenty-seven years 
old. They are Twelve claimed to be frequent BBS users (See Table 3-1). 
Total = BBS Affiliation University Affiliation BBS Users' Name 15 
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Lovers, Dragon, Luo, 
Tsinghua Tsinghua University NN, Road, Young, 7 
University Voodoo 
bbs.smth.ors: Shanghai Jiaotong Chen, Fervvac, Liu, 
4 
University Wu 
Peking University Peking University Pulpfiction, Randall 2 
bbs.pku.edu.cn Fudan University Letitbeba 1 
Fudan University Fudan University Sun 1 bbs.fudan. edu. cn 
Table3-1: Distribution of interviewees based on University and BBS affiliation 
Note: The highlighted names are infrequent BBS users. 
All of them have seen the film A Chinese Odyssey at least once. Two of them, 
Pulpfiction and Lovers, have seen the movie for more than ten times. This fifteen 
university-based BBS users are my primary informants,^^ since they all claim that 
they often use the language of A Chinese Odyssey in their BBS activities, such as 
disciissing20 and chatting, and have talked about the movie with their peers. Two of 
them, Fervvac and Randall, even wrote essays about the film, which are kept in the 
‘cream area' of both Tsinghua University BBS and Peking University BBS. 
Institutionally, users are affiliated with different universities and university-based 
BBSs. Usually, Chinese college students use the BBSs of their own universities. 
However, since Tsinghua University's BBS is the first and biggest university-based 
BBS in China, it attracts users from many other universities. 
The fifteen interviews were conducted in Beijing, Hong Kong, and Shenzhen, 
from April, 2000, to February, 2002. Interviews with those still at school were 
19 I have also interviewed nine other mainlanders who graduated from different Chinese 
universities, and two Hong Kong college students. Besides the fifteen primary informants, three 
non-university-based BBS users are taken as secondary informants to provide a contrast. These 
informants prefer some other network jargons and scarcely discuss the film with others. The remaining 
interviews are not treated as data for analysis in this study because those interviewees never participate 
in any kind of BBSs, but the interviews are still a source of inspirations for me in doing the whole 
research. 
Here, discussion means writing down personal opinions on a discussion list, which form into 
trails, or 'threads,' of discussion. 
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conducted on campus. Others were interviewed in their home or restaurants. The 
length of the interviews were about seventy-five minutes on average. 
In addition, from June 2000 to June 2001，I have conducted a year-long 
participant observation in three university based BBSs: bbs.smth.ors of Tsinghua 
University, bbs.pku.edu.cn of Peking University, and bbs.fudan.edu.cn of Fudan 
University. However, the participant observation plays only a supplementary role to 
that of the interviews, because 'A Chinese Odyssey Fever' has already subsided 
somewhat in the Chinese university BBS when my participant observation began. As 
a result, I could not find many discussions or postings using the film's language style. 
However, large amount of data that document the existence of such a fever are kept in 
each university BBS's 'cream area'(精華區).2i Therefore, I downloaded from the 
three university BBSs' 'cream area' almost all the postings about the film A Chinese 
Odyssey as well as postings written in the film's language style. These articles provide 
a route to the live interactive discussions of the BBS participants. These postings are 
either member-authored essays or discussion threads, and I have found forty-one 
essays and nine threads (All captions are listed in Appendix 1). Since many subjects 
or contents of these essays and threads are very similar, in this research, I selected six 
postings and two discussion threads used as data in analyzing. 
To answer all the questions I have raised in the previous section, I will conduct a 
discourse analysis on all above mentioned data. Discourse is usually defined as ‘a 
type of language associated with a particular representation, from a specific point of 
view, of some social practice' (Fairclough 1995: 41). Discourse analysis can be 
understood as an attempt to 'show systematic links between texts, discourse practices, 
and sociocultural practices' (Fairclough 1995: 16-17). In this approach, interactions 
between the texts, the audiences and the sociocultural contexts are the main concerns. 
As I have argued in the last chapter, youth cultural style is socially negotiated by 
audiences' active and creative reading of the texts; and when articulated with some 
21 'Cream area' is the place that keeps the most important or influential postings ever posted in 
each BBS newsgroup. BBS managers, who are elected by BBS members of each discussion group, 
judge the value of a posting and decide whether to keep it in the 'cream area.‘ 
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specific contexts, style can symbolically embody resistance. Therefore, the discourse 
analysis conducted is aimed at illustrating the creation of style by people's active 
consumption of cultural products (texts) and examining the kind of contexts in which 
resistance becomes possible. Further, since youth's cultural practices are always 
located within a community, I will also explore how the young people interact with 
each other rather than how they individually interact with the texts. In sum, the 
discourse analysis in this study deals with audience-text interactions within contexts 
(Morley 1992; Curran 1990: 147). 
More concretely, there are three main aspects that I will concentrate on: 
1. The courses of style formation, which I will explore from: 1) the 
students' reading of A Chinese Odyssey, 2) their discussions about the 
film, 3) the process through which the film's language became a 
mutually accepted style, 4) the normative criteria underlying the style, 
and 5) how the style embodies BBS 'subcultural capital'. 
2. Student BBS users' collective cultural practices. I will examine how 
they use BBSs to create a virtual community (that is, Bund), recreate 
meanings of the movie, and practice their cultural expressions. 
3. BBS users' interactions with their contexts. I will focus on how students 
conceive of the BBS，the institutional, and the sociocultural contexts, 
and how their discourses differ those of the intellectuals, who are also 
mostly located in the college environment. The comparison will show 
the resistance, if there is any, represented by students' BBS style. 
Focusing on these three aspects makes handling such a complicated cultural 
phenomenon a feasible task. In the next chapter, I will begin to present my analysis of 
the data I gathered. 
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IV. style of Chinese University BBS Youth Culture 
What does a style mean? Does it mean a symbolic mode of 'resistance' to the 
dominant and/or parental culture as the CCCS theorists argued? These are the key 
questions I try to answer in my thesis. As I have reviewed in Chapter two, the CCCS 
approach to youth culture is based on three assumptions: first, western societies are 
characterized principally by their division into social classes; this division of classes 
is based on inequalities of power and wealth; thus consequently, class leads to a 
division between the dominance and the subordination. Second, the unequal and 
conflicting divisions are realized in the form of class cultures; and thus class cultures 
are sets of complex cultural response to particular social class positions. And third 
within these class cultures, which are often referred as 'parent cultures', youth 
negotiate and advance ‘their own’ distinctive and especially symbolic subcultural 
responses to the problems posed not only by age or generational status, subordination 
and control, but also by class position and inequality. Therefore, resting on these three 
assumptions, the CCCS approach attempts to establish an oppositional relationship 
between the so-called ‘dominant culture' and 'subculture'. However my argument is 
that resistance must be articulated with contexts, which is multi-layered. The contexts 
include, on one end, the micro-context in the moment of reception of the cultural 
product, and on the other end, the macro-context of the larger social-historical 
conditions of a society. Therefore I argue that only when articulated with some 
specific contexts, style can symbolically embody resistance. 
In this chapter I will begin to disclose the courses of forming a youth cultural 
style in the university BBSs in China. The style of in Chinese university BBS youth 
culture is manifested through students' styles of writing, for BBSs is totally text-based. 
Student BBS members use the dialogues, character names, and the names of various 
objects from a Hong Kong comedy, A Chinese Odyssey, to establish a distinctive 
language style. However, the formation of this BBS language style is not simply an 
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appropriation of the film's language. Rather, through creative signifying practices, 
students recontextualize the film's language into the BBS context and articulate new 
meanings of it. 
Forms of Chinese University BBS Youth Cultural Style 
By and large, the style has two ways of display in the BBSs: short comments 
used in discussions on a newsgroup and member-authored postings on the film as well 
as many other topics. In both cases, students' cultural practices with the language 
style derived from A Chinese Odyssey are usually embodied in two forms: the 
language (i.e., words, phrases, dialogues, etc. from the film's original script) 
appropriated from the film, recontextualized and used to express emotions, and the 
language style of the film (i.e., the manners of speaking, expressions or behaviors of 
the characters, etc.), used to describe the students' daily life. Here, I will use a 
discussion thread to illustrate the first form and a member-authored posting to 
illustrate the other. 
Style One: Appropriation 
Usually, there are hundreds of newsgroups in one university BBS. For example, 
Tsinghua BBS has almost two hundred and twenty-six different newsgroups, such as 
‘movie-tv，，'go abroad,, 'joke', and so on. In each group, there might be more than ten 
discussion threads each day. Each thread focuses on a subject. One discussion thread 
is combined by several independent postings. Its formation is not confined by time 
but by space. That is, a thread must be united under one subject in a particular 
newsgroup located in a certain university BBS. There is no limit on its length, and 
BBS members can attach their postings to the thread whenever they like. The first 
message raising the main subject is listed at the top, and other messages addressing 
the same subject, all marked with 're:' in the heading (reply to), are listed below. 
The following thread is selected from the discussion threads I downloaded from 
the ‘cream areas' of three university BBSs. It is the earliest one among all the threads 
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I collected and it was formed during the heyday of 'A Chinese Odyssey Fever,' which 
is from late 1998 to early 2000 (Zhang et al. 2000). Also, it embodies a typical 
language style of Chinese university BBSs. 
This discussion thread is located in the newsgroup 'movie_tv' on Fudan 
University BBS. The discussion lasted for about two days, from 10 a.m. Nov 2，to 9 
a.m. Nov 4,1999. As table 4-1 shows, BBS users' writing styles are highly unusual: it 
is a combination of English, film dialogues, and even purposive misprinting (See 
Appendix 2). For space consideration, I included only the first eight postings in the 
thread in Table 4-1 (See Appendix 2 for the original writings). In this example, we can 
see that, within a discussion thread, most postings responding to the first one are not 
in a serious tone. The author of the first essay tried to give his/her own interpretations 
of the film, while other discussants were not interested in advancing this topic. Most 
of them, instead expressed their ironic admiration towards the first author. 
Discussion Subject: Bring up again 'A Chinese Odyssey': Do you really understand it? 
Rank BBS U s e r ' s T i m e Content of posting 
Nickname (Year 1999) 
"1 Qinghua Tue Nov 2 ‘A Chinese Odyssey' is always a fresh topic in 
10:17:43 the Internet. Recently, again, some people post 
articles to interpret it, and some people laugh at 
our imaginations. Truly speaking, on my level, I 
can't understand the former ones since they are 
too recondite; while as to the latter, I dare not 
agree with them. Here, I'd like to use a simple 
logic to explain this film. I hope this essay can 
• 22 arouse sympathy among those BBSers alike... 
Table 4-1 A discussion thread from the BBS 
Note: The highlighted words and phrases are those from�Chinese Odyssey 
22 The whole posting is too long to cite. Please refer to Appendix 2. 
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~2 Lho Tue Nov 2 Wokao, read so many things from the film, you 
10:34:23 1 are so terrible; my admiration to you is just like 
the running rivers... 
Coolsmile Tue Nov 2 WoKao! IffiT^^You! 
10:41:07 
4 Ajie Tue Nov 2 Don't you see, i.. .its qinghua! Certainly smart! 
10:43:59 
5 watering Tue Nov 2 Bullshit! 
6 ajie 10:59:40 If you aren't convinced, write one and show me! 
Tue Nov 2 If you don't admit Tsinghua is stronger than 
11:03:45 Fudan.. .1 needn't to say anything more. 
~7 windows Tue Nov 2 ONLYU 
11:05:57 CAN KNOW IT 
8 GaoJ Tue Nov 2 Wokao! You are too smart! Give me some faces. 
13:38:05 We are both deities. Don't sexually harass me 
again! 
Table 4-1 Continued 
In this thread, ‘Wokao，24 is the most frequently used phrase appropriated from A 
Chinese Odyssey. Three BBSers, lho, coolsmile and GaoJ, used it. In the movie, 
'Wokao' is a tag habitually reiterated by the Monkey King to express various feelings, 
such as anger, depression, surprise, and so on. When lho, coolsmile and GaoJ used 
this phrase, they articulated it with their own emotions and attitudes toward the first 
author. I will not deny that they were expressing their surprise about the first author's 
writing a long essay in explaining the film. However, when the messages they wrote 
23 月艮了 (Fu2 Lei) means admire, but is ironic in tone. 
24 In fact, the phrase is a Taiwanese dialect that does not exist in the Cantonese edition A 
Chinese Odyssey. However, most Mainland Chinese students do not understand Cantonese. The 
version of this film popularized in China is the dubbed one. So they accept this phrase as if it were 
originally invented by Stephen Chiau. 
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were taken holistically, we find that their attitudes towards the first author were not 
the same. For example, GaoJ uses another line from the film. When Monkey King 
tries to refuse Zixia's love, he uses the phrase 'sexually harass' to irritate Zixia. Of 
course, in the discussion, there is nothing to do with 'sexual harassment.' Gaofs use 
of the line was to convey his dislike of the first posting, with the phrase 'Wokao' 
conveying the same emotions. 
In sum, from the example, we can see that the style displayed in the discussion 
threads is largely based on appropriating the film's language for the purpose of 
expressing one's emotions. However, this is only one form of the Chinese university 
BBS youth cultural style. An even more creative stylistic practice is the use of the 
film's structure, plots and languages to describe their daily life. 
Style Two: Parody 
• _ 25 
Table 4-2 is a story written by a student posted in Tsinghua BBS/‘^ When 
comparing the student's composition (the left column of the table) with the original 
scripts of the film (the right column of the table), we can find that the student is using 
full sentences of the scripts with subtle revisions. 
BBS Member's Composition The Original Scripts of the Film 
'A Chinese Odyssey' of Graduate school A Chinese Odyssey 
Examination 
Author: fdong; Newsgroup: Movie; Author: Ji'an 
Time: Sat Jun 24 11:10:37 2000 
1. 'Long long night, I can't sleep; 1. Monkey King: Long long night, I can't 
Nothing but for the Graduate school sleep. Unexpectedly, you can't sleep 
Examination of year 2000 ’ either... 
Table 4-2 BBS member's composition compared with original scripts of the film 
25 Please refer to the original composition in Appendix 3. 
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2. When answering a difficult 2. Warrior, that man looks like a dog... 
question, say, 'that question looks 
like a dog... ’ 
3. When doing English readings: ‘I 3. Zixia: I guess the former part of the story, but 
guess the former answer (of the first can't guess the finale.. .(making the neck awry 
part of the readings), but can't guess and died) 
the (readings') finale... (making the 
neck awry)...' 
4. When doing a model examination, 4. Monkey King: I go first. 
'I do the 'choices' first'. 
5. When answering a more difficult 5 Monkey King: at that time, that sword is only 
question, ‘at that time, that question o.Olcm away from my throat, but when a 
is only O.Olcm ' away from my quarter of incense bums out, the owner of this 
glasses，but after a quarter of incense sword will love me thoroughly... 
burning out, people who ask this 
question will conquers me 
thoroughly...‘ ： : 
10. Once upon a time I was faced with a Monkey King.. Once upon a time I was 
chance to prepare the exam seriously, faced with a chance to receive true love, but I 
but I failed to cherish it. I didn't feel failed to cherish it. I didn't feel regret until I 
regret until I lost it at last. There can't i^st it at last. There can't be a more painful 
be a more painful experience in the experience in the world. If the God would 
world. If the education committee gj^g me another chance, I would have no 
would give me another chance, I hesitation to speak out 'I love u' to that girl. If 
would say to myself three words: h^e love has to be limited within a period, I 
leam by heart. If the study has to be hope it can be ten thousand years! 
limited within a period, I hope it can 
be... only half a year! 
Table 4-2 Continued 
The subject of the posting is a student's experience of taking part in the 
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graduate school examinations. The author keeps the structure of the original scripts 
but changing specific words and phrases within it. In China, entering graduate school 
is taken as a good way to improve one's social status. For many young people, it is a 
chance to change their lives or to find a better job after graduation. However, the 
language style of 乂 Chinese Odyssey, a 'nonsense comedy，，combines many different 
cultural factors - the parodying of other films' dialogues, the use of Hong Kong slang, 
the mixing of English and Chinese words and parlance, and so on. As I pointed out in 
Chapter 3, the nonsensical style of Stephen Chiau's movies is often taken as an 
attempt to deconstruct the mainstream cultural imaginations and status quo. Therefore, 
a possible interpretation of the above story is that the student, by imitating such a style, 
was trying to mock the graduate school phenomenon in real life. This is a parody of 
the original text, while this parody is intimately connected with the student's daily 
life. 
However, this interpretation is only given from an outside observer's perspective. 
When I showed this posting to one BBS member, Letitbeba, during the interview, he 
said: 
Letitbeba: I don't think the author is trying to mock something. It might be, 
but I think he is only trying to make some jokes in the BBS. 
Then, the question is: while we can see that these university BBS members are 
appropriating or imitating the language from the film text, recontextualizing them, 
and creating a new language style in the BBSs, do they realize that their practices are 
sometimes interpreted as resistance to the dominant culture? 
The two examples in this part show that the style in Chinese university BBSs is 
very different from conventional styles in real life. The BBSers，discursive practices 
are active and creative. They saw the film, used the film's language, and produced 
new discourses by borrowing from and recontextualizing the elements, such as 
language and plot, of the film. Then, why do the BBSers use the film's language and 
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style in their postings? How does this style come into being? 
Process of Forming the BBS Youth Cultural Style 
Formation of a style is a struggle over the interpretation and possession of signs 
based on normative criteria. Therefore, exploring how a youth cultural style comes 
into being, we need to consider the strategies exercised by the stylists to negotiate 
positions and withhold allegiance to particular discourses by interacting with the 
cultural products and other cultural consumers. Therefore, we need to consider three 
pairs of relationships: 
1. The relationship between the film and its audiences; 
2. The relationship among the audiences; 
3. The relationship between the audiences' discursive practices and 
the contexts within which their discursive practices are 
exercised. 
Actively Reading the Film 
The first question we need to answer is why the students use 'this' film's 
language, not other writing styles, as their BBS youth cultural style. When doing the 
fieldwork, I found that many Chinese university students do appreciate A Chinese 
Odyssey very much. The meanings they derived from this film may partly determine 
their practices with the film's language and style. By and large, there are six kinds of 
intertwining interpretations of the film given by my interviewees. 
First, the film is interpreted a special love story. Almost every interviewee told 
me that A Chinese Odyssey is a love story. There are two reasons that make the 
students interpret the film as about love. First, although the film is a 'nonsense 
comedy，，some students prefer to take it as a tragedy, mainly based on the film's 
sorrowful ending. The ending makes the film particularly touching for some students: 
Chen: I think it's a love story with a tragic ending. For love story, many 
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people wish to view a happy result, but in fact, the most unforgettable love story 
should have a sad ending. 
NN: At first, I totally can't understand what the film is about. But when I 
saw the last scene, a man and a woman kissed, as the Monkey King left alone, I 
felt very sad. It is really different from Chiau Sing-chi's other films. 
Besides the ending, some other students associated their own experiences with 
the film. The most obvious examples are the four students from Shanghai Jiaotong 
University. When I interviewed them, they had been in Hong Kong for about four 
months and were pursuing Ph.D. degree in Hong Kong University of Science and 
Technology (HKUST). All of them have love experiences. Studying in Hong Kong 
means that they have to leave their girlfriends behind. Two of them broke up with 
their girlfriends. As a result, they tended to interpret the film not as a pure love story, 
but one about the dilemma between love and career. 
Liu: I think it is about career and love. The question is which one you 
decide to choose. •. If I were the Monkey King, I would choose career. 
Underlying this kind of interpretation are their attitudes towards love. It is 
interesting that, although many students like this film as a love story, they themselves 
do not believe in love. 
Chen: Love might be true, but can't so feverous as in the fictions. 
Ferwac: I think, in most situations, love is a matter of primal instinct... 
Love can't maintain for a long time. It is used to fill the blankness of our life. 
Wu: Love must be something very pure. But in reality, love always mixes 
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with something else, something very realistic. 
Rather than treating it as a love story, some students see the film simply as a 
nonsensical comedy and they find pleasures from it. In contrast with those HKUST 
Ph.D. candidates, students from Tsinghua tended to interpret the movie simply as a 
funny story: 
Young: In our points of view^ ,^ this film is very nonsensical, the style of 
Chiau Sing-chi is very nonsensical. To see is to find something funny in it. 
Watching film is a kind of entertainment. 
Luo： It's really very funny. But there is nothing more than that... As to its 
impact as a comedy, it is even no better than 'Mr. Beans' ！ I never think that it has 
some deeper meanings. 
In fact, the Tsinghua students' interpretations of the film as a nonsense comedy 
are based upon the circumstance of their university. In the interviews, one of the most 
frequently used words is 'yu men, (dreary,鬱悶)，a popular saying in Beijing dialectic. 
They use it to describe the campus environment. 
Lovers: You know, Tsinghua is a very dreary place. That is why there are so 
many people taking part in sports, playing football, barbell, watching VCDs, and 
going to chat online.. • Watching A Chinese Odyssey is like playing football, just 
for fun! Certainly, there will be no dreariness any more after laughing. 
Thus, we can see that audiences' reading/viewing practices are intimately related 
to their immediate living conditions. Pressures from the university institution of 
Tsinghua activate the students to find pleasures in the signifying practices. 
26 Young discussed this film with his roommates before my interview. He said his viewpoints 
represented his roommates'. 
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It is important to note that, however, interviewees' interpretations of the film are 
often multi-dimensional. Besides reading the film as ‘love story' and/or 'nonsense 
comedy,' students also interpret it as 'courses of growing up’，‘rebellion，，and 
‘anti-fashion’ or ‘anti-culture.， 
Lovers: After viewing the film for many times, I think, it is trying to 
describe a young man, at the same age of ours or even younger than us. He is 
achieving the thing he does not really want. When he realizes what he should 
have treasured, he had already missed it. In fact, life goes on in this way: you 
don't know many latent things; when you grow up, or experience many things, 
you will find you actually love her. This is especially true for boys. They always 
grow up more slowly. 
Young: I think this movie is also an irony, is a rebellion to the legitimated 
ideas. Basically, it brings us some kind of ideological trend, either from its style 
or from its plot... It also brings this ideological trend to our culture. But it seems 
that most Tsinghua students don't realize this point. 
Pulpfiction: In fact, I don't like the love story in it so much. What I do love 
is the episode when he (the Monkey King) was a gangster. It transcribes the 
Monkey King, a character in a fable, into a gangster who is ready to sacrifice all 
he has for love. There is some anti-fashion and anti-cultural meanings in it, thus 
it can arouse sympathy among young people. 
These diverse interpretations demonstrate the fact that the interviewees were 
actively reading the film. On the one hand, the genre, frames and plots of the film do 
constraint the interpretations. A Chinese Odyssey is, after all, a love story with a 
typical Stephen Chiau nonsensical comedy style. And as I discussed in Chapter 3, one 
significant feature of nonsensical comedy is its deconstruction of mainstream cultures 
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and ideologies. Thus, it is the film that activates the audiences to find out 
anti-legitimated cultures and anti-fashionable ideologies in it. 
However, the film's text does not completely determine the interviewees' 
interpretations. Personal experiences and institutional contexts both influence the 
students' reading activities. By articulating the film text with numerous other factors, 
such as their own individual life experiences or the pressures of campus life, 
audiences derive multiple interpretations. Therefore, the audiences do use a range of 
different strategies and competences in decoding a certain text (Morley, 1992). 
Nevertheless, it is interesting that students' personal appreciations of the film 
gradually became a fandom-like activity in the university BBSs. Some students 
produce a great deal of discourses about the film in the BBSs; and these discourses 
not only help other peoples' reading but also strengthen the central status of this film. 
Creatively Producing Discourses in BBSs 
As many scholars argue, cyberspace extends fan culture's appropriation of 
media platforms (Bell 2001; Pullen 2000). Fan culture has always relied, to a certain 
extent, on marginal or non-mainstream media with a huge loyal fan-base and open 
narrative (Jenkins 1992). Grossberg (1998) points out that fandom is not simply 
enjoyment, although it may incorporate it. Fandom involves a more complex set of 
relations and investments between practices. Thus, the growth of Hong Kong 
nonsensical film's ‘cult, followings involves the technological enlargement of the 
BBSs — the cyberspace, and the 'metatext' that has plenty of space for fan 
interpretation and reworking. 
Postings on the film in the BBSs reached a climax from the middle of 1999 to 
year 2000. From the 'cream area,' I found altogether thirty-nine essays and nine 
discussion threads during this period. In contrast, there are only two postings written 
in 2001. All postings and threads express the authors' fondness of the film. While 
postings can be treated as personal reflections on the film, discussion threads contain 
collective discussions on the film in newsgroups. 
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Personal Reflections 
I divide all the forty-one independent postings into two subcategories, based 
upon the perspective they use to read the film. The postings are either emotionally 
portraying the dramatic personae, or theoretically framing the film. 
27 * * 
There are about fifteen main characters in A Chinese Odyssey, each with its 
own personality. The students' analyses of characters are mostly on these fifteen. 
Some authors try to connect a character with a stereotypical person in daily lives. For 
example, the following essay compares the Longevity Monk to parents: 
'Tangseng's talkativeness is very famous. But isn't his patient instruction 
the same as our parents' efforts when they are teaching us? We cannot or do not 
want to understand some of their words till now. But when we were parents 
some day later, maybe we can understand.^^'Why I like to see A Chinese 
Odyssey, 1999-11-7，from Fudan University BBS) 
Some authors analyze the characters from the perspective of gender. From 
example, from a male perspective, an essay titled ‘A Chinese Odyssey has nothing to 
do with women' argues that the Monkey King's love story is totally based on a man's 
choices between love and career. The author reframes the film as a male-dominant 
story and suppresses all the female characters. At the end of his essay, he writes: 
'In this way, men direct a love tragedy. For thousands of years, either in the 
history or in the stories, everything is like this. Women, in the face of men's little 
compromise, are moved by love, are bemoaning their fate, but they totally don't 
know it is men's tricks.^ '^ (2000-6-15, from Fudan University BBS) 
27 This is an estimation based upon the amount of time a character appears in the movie. A 
main character is one who appears for no less than ten minutes in total throughout the whole film. 
28 See original essays in Appendix 4-1. 
29 See original essays in Appendix 4-2. 
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There are also some essays about the female characters, though they are not 
feministic works. They only describe the women characters' activities in the film and 
express the authors' sympathy toward those women. 
Since Monkey King is the most important character, many authors concentrate 
on him. Their arguments, like those given by the four interviewees from HKUST I 
mentioned above, focus on the love-career dilemma the Monkey King faces. 
All postings that I regard as ‘emotionally portraying the dramatic personae' 
involve the authors' drawing connections between their personal experiences or 
observations of real life and the film's text. Through the reading activities, these 
authors infuse the movie with their own subjective states. Thus all these essays are 
highly emotional and not theoretical-rational. 
However, the other kind of pro-film postings are based on rational analyses. In 
this sub-category, most authors seem to be doing ‘film studies' or ‘film criticism,， 
even though they may not be 'real students' in the field. They did textual analysis and 
tried to reveal the potential meanings of the film's narratives. For instance, an essay 
titled 'Buddhist explanation of 乂 Chinese Odyssey, uses Buddhist thoughts to analyze 
the love experiences of Monkey King: 
(The Monkey King's) love to Jingjing, to Zixia, from the views of the 
persons concerned, is unforgettable; but from the view of Buddha, it totally 
comes from the mortal's improper thought, so it is transitory and fallacious. 
That's why Joker (the reincarnation of the Monkey King) cannot control his 
heart, cannot recognize his heart. In fact, which of his reins is true, which is false, 
perhaps he himself does not know.]�(1999-10-25, from Fudan University BBS) 
This essay is very popular. I found it in all three university BBSs that I am 
studying. It tries to legitimize Monkey King's final choice — career, not love — by 
using a specific kind of Eastern philosophy. 
See original essays in Appendix 4-3. 
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If Eastern philosophy can be injected into the movie, it is no wonder, though still 
fascinating, that Western philosophy can also be used. In another essay, Sigmund 
Freud's 'Oedipus complex' becomes the explanatory concept for understanding 
Monkey King's attitudes towards his master, the Longevity Monk, and Kwan-yin (a 
female Buddha in Chinese legends): 
A Chinese Odyssey is a story about growing up; that is, it is about how the 
Monkey King break away from Oedipus complex to becoming an adult. 
Undoubtedly, Tangseng is the one who plays the role of father. His loquaciously 
indoctrinating the Monkey King with principles of how to be a real human being 
activates intentions of the Monkey King, who is in adolescence, to kill him.. • 
Kwan-yin takes the role of mother. She put the Monkey King into her bottle, 
which can be symbolized as the Monkey King returns to the matrix. • • She and 
the Monkey King happen to kill Tangseng coincidently. This action tells us that 
she is longing for kill her husband with her son.�� ('Psychological analysis oiA 
Chinese Odyssey\ 2001-11-19, from Fudan University BBS) 
Applying formal-theoretical terms is not a must, however. Some authors are 
more concerned with the social context when reading the film. Some articulate the 
film with Hong Kong society to derive the ‘original meanings' of the film, while 
others interpret the Monkey King with regard to their own cultural context: 
He (the Monkey King) derides not only others but also himself. He derides 
authority and beliefs, ethics and fraud. This kind of spirit, the spirit of deriding 
everything, is a representation of the uncontrollable essence of the Monkey King, 
and also reflexes the images of Ah'Q^^ However all these are the general 
characteristics of today's university students. After 1980s, the university 
students are always in a confused situation. They adore heroism but they are 
31 See original essays in Appendix 4-4. 
32 Ah'Q is a fictitious character in Lu Xun's novel of 'Story of Ah'Q' . He is stereotypical 
representation of those Chinese people who always feel self-satisfied without thinking of why they are 
suppressed by the rich and the feudality. 
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perplexed with the weakness of their own.. ^(‘Traditional hero represented in 
contemporary context: my reading of A Chinese Odyssey,' 1999-12-10，from 
Tsinghua University BBS) 
Among all the forty-one essays, there are several other kinds of pro-film 
discourses. Some essays argue that the film represents a counterculture; some authors 
analyze the narrative structure of the film in order to help other audiences to 
understand the film's plots. A very special one that is worth mentioning here is 'Are 
you the fans of A Chinese Odyssey,. In the essay the author appropriates many 
dialogues from the film into daily life situation, and tutors other BBSers how to make 
fun in their ordinary lives. 
These essays are mainly the BBS members' individual discursive practices. But 
when they post their essays on the newsgroups, the essays become discourses on 
values and ideas, and thus may influence other people's interpretations of the film. 
While postings are written by individuals, discourses are produced by interactions 
between individuals, the postings, and the context, as I have argued in Chapter 3. 
Therefore, analyzing collective discussions on the film is a crucial part of 
understanding the BBS discourses on J Chinese Odyssey. 
Collective Discussions 
BBS members have diverse interpretations of the film. However, commonalities 
do exist behind the diversities. Almost no individual postings express dislike towards 
the film. BBSs are open to any people, thus are always taken as free public forums. 
Then, why was there no anti-film discourse? Do all the BBSers really like it? The 
following discussion thread from Fudan University BBS may give us the answers.^ "^ 
Subject: Investigating university students' humanistic accomplishment from A Chinese 
33 See original essays in Appendix 4-5. 
34 Please refer to the original writings in Appendix 5. 
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Odyssey 
Rank BBSers, Time Postings 
Nickname (Yr 2000) 
1 Nibia Feb. 2 'The film oi A Chinese Odyssey, which is full of 
20:46:48 silly funny plots, artificiality, force-feeding 
emotions, vulgar languages constantly said by slim 
Zhou and fat Wu^^ and which is regarded by all the 
mass media as 'no one can understand, no one know 
what it is said', unexpectedly, is so treasured by the 
university students who post essays about the film 
again and again (in the BBSs). This phenomenon is 
deserved to speculate... Filmic tastes of university 
students are supposed to be higher than the mass. 
Students' tastes should not confined by such a 
simple farce which attracts the audiences only by 
using actors' lines and pastiche... I suggest that we 
ought not to like such a film for these reasons. 'In 
my opinion, that film is totally a shit'^ ^., 
Feb. 5 I don't know what are your standards of evaluating a 
20:00:51 film. For me, an entertaining film which can reach 
such a level is quite good... As you say, the plots of 
A Chinese Odyssey are not so compact as other 
classic films, which is true. But it is other than 
nothing. Its explanation to the samsara thoughts of 
Buddhism is very thorough. You regard it as a silly 
nonsensical film, but when we see it, we feel moved 
besides laughing.... 
Table 4-3 Collective discursive practices in Chinese university BBSs 
35 Here 'slim Zhou' refers to Stephen Chiau Singchi and 'fat Wu' refers to Wu Mantai, an actor 
plays the role of Piggy in A Chinese Odyssey. 
36 This sentence is the original one written by the author. 
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"3 jim Feb 5 You know that us students' tastes are not so 
20:21:37 low... I think you know a thing or two. Then 
according to your points of view, such a film 
appreciated by most university students should 
be of high taste. However, you can't understand 
such a movie of good taste, isn't it say that you 
have no taste? 
4 Erdangjia Mar. 24 Do you know how many people laugh with tears 
(二當家） 20:44:39 when seeing this film in their poky dormitories? 
You don't know at all. Do you know how many 
university students, like the Monkey King, 
experience the painful decisions on love? You 
don't know at all... 
5 Shu Mar. 26 If we can return to before, I would like to pray 
(樹） 13:28:43 the God for giving you sincerity and 
kindheartedness. 
6 Baichi June, 2 One who regards this film as a tragedy is a wit. 
(白癡） 03:24:50 One who regards it as a comedy is an ordinary 
people. One who regards it as a farce is an 
idiot... 
Table 4-3 Continued 
A film comes to life as a 'discourse' to the extent that audiences employ 
discursive practices to produce interpretations. In producing interpretations, 
audiences have to employ specific strategies. At the same time, discourse is also a 
socially constituted event (Fish 1980). Although people may apply multiple, 
inconsistent, and sometimes even contradictory strategies to a textual object (Jensen 
1991), through interpersonal interactions and encounter of different interpretive 
strategies, they may negotiate some commonly accepted 'standards' in reading the 
text. In the above example, the first poster expressed his dislike for A Chinese 
Odyssey, and thus violated the standards of reading the film accepted among 
university BBS members in China. The result was five other members' 
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condemnations. This example tells us that interpersonal interactions can produce 
dominant discourses or interpretive strategies. These dominant discourses and 
strategies would suppress alternative meaning productions; and thus reinforced 
themselves during the course of discursive practices. 
Another kind of collective discursive practices in the BBSs is the discussions of 
origins of particular scenes or constitutive factors of the film. A Chinese Odyssey, like 
many other Stephen Chiau's nonsense comedy, hybridize many elements from other 
cultural products. For example, an interlude in A Chinese Odyssey is derived from a 
Chinese folk opera, but no one knows the exact name of this opera. One BBS member 
posted this question in a newsgroup, and seventeen people joined the discussion. 
Finally, they did find out the name of the opera: ‘Xiao Dao Hui (小刀會)，.These 
practices serve for knowledge accumulation within a community, thus helping the 
members to enrich their understandings of the film. 
Contexts of BBSs and Campus 
In the last few pages, I focus on the discursive practices of the Chinese college 
students. They do not only interpret the film from multiple dimensions but also 
produce new texts and discourses on the film. All the discourses strengthen the central 
status of the film, finally make it an inviolable totem in the BBSs. In fact, these 
pro-film discourses' effects reached beyond the BBS. The film and its style were 
totemizing not only in the BBSs but also in the physical campus environment. 
In the BBSs context, members who do not know the film's language would face 
communication problems. They may be badly treated by those members who know 
the film and its language well. 
Luo: If you talk to someone who has never seen the film or never 
come into contact with the film's language before, when you use it, he 
won't feel funny and may regard you as ridiculous. So, using a not so 
good saying, [this situation] looks like casting pearls before swine. 
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Randall: I will feel disappointed... If I were in a good mood at that time, I 
would explain these words to him; if not, I would end our discussion. 
Most of the interviewees said that they might feel frustrated if some other 
members could not understand the film's language. In BBSs, the social bonding 
involved is very weak and thus it requires considerable effort in self-management. 
This language style constitutes the BBSers' interpersonal communication skills. 
However, even in ‘real’ campus life, these interpersonal communication skills 
may still be important. A student would risk being laughed at if she does not know the 
film's language: 
Road: After I came here^^ I heard that they (other Tsinghua students) were 
talking about A Chinese Odyssey. But I hadn't seen it before. Sometimes I was 
teased by them since I haven't seen this film They would say, 'you haven't 
seen even A Chinese Odyssey, so outmoded!' Then I asked them, why they 
thought someone who hadn't seen A Chinese Odyssey was outmoded. They said 
‘see it and then you would know why. ’ 
To avoid teasing, people who had never seen the film might be forced to see it. 
An extreme example is Tsinghua University. The Student Union organizes the 
freshmen to see the film every year. Therefore, college students face pressures of 
accepting the film's language in both the BBSs and the campus contexts. But most of 
the interviewees claimed that they use the film's language in the BBSs more frequent 
than they do in real life. An interviewee explained: 
Pulpfiction: In real life, there are many other ways to communicate, while in 
the BBSs language is very fundamental. 
37 Road has been in Tsinghua University for only one year. Before that, he studied in Nanjing 
University of Science and Engineering. 
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In real life, talking is only one way for people to interact with each other. But in 
the BBSs, people's relationships are based totally on textual communication. The 
language styles they use represent their identities and personalities. Therefore, the 
appropriate film language becomes a subcultural capital that serves as a distinction 
not only between the BBSers and non-BBSers, but also between the veterans and the 
newbies in the BBSs. 
Conclusion: Strategies of Forming A Style 
In the BBS, what the stylists encounter are the film, other BBS members or 
schoolmates, and the postings in the BBS newsgroups. Through individual and 
collective discursive practices, Chinese college students create many discourses on 
the film and viewing activities. First, the film is regarded as valuable, for people can 
derive pleasures from it. People can reflect on their own experiences based on the film, 
and they can find oppositional meanings from it. Second, the film is an inviolable 
totem in the BBSs. Negative opinions would be attacked. Third, college students must 
see the film; otherwise they will encounter communication problems in the BBSs as 
well as in real campus life. 
These discourses strengthened the status of the film among the students, and they 
influence students' behaviors. For example, some BBSers judge other anonymous 
BBSers' age or personality by their use of the film's language. My interviewees claim 
that people who use the film's language must be younger than thirty, and humorous 
and kind in personality. 
To summarize, there are three strategies used by the Chinese college students in 
forming their own BBS language style: 
1. They choose a Hong Kong nonsensical comedy as the raw 
materials for their style. 
2. They choose university BBSs as the places of exercising cultural 
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practices. 
3. They create diverse discourses on the film. 
These three strategies imply two things. First, the Chinese university BBS style 
is produced from a commercialized cultural product, thus this style is also inside the 
cultural industry. And second, during the formation of the style, various discourses 
and knowledge on the film were produced through the BBSers' discursive practices, 
which include an evaluation of the film's 'value.' Thus, the style is based on 
normative criteria generated through discursive practices. Therefore, the formation of 
the BBS youth cultural style is a complex process that can be described as follows: 
1. The Chinese university BBSers are active and creative 
consumers of the film. On the one hand, they embody the internal 
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contradictions between the film and other cultural products 
which constitute subject positions for the students. On the other 
hand, the BBSers have agency enabling them to construct 
alternative standards in judging the film. Therefore, when the 
college students participate in BBS activities, they can select a 
counter-hegemonic subject position which is objectified by the 
film's language and style. 
2. The university BBSs are public forums for college students to 
freely express their opinions. Therefore the BBSs enable the 
students to practice their own style. 
3. Students create discourses on the film through discursive 
practices. The discourses are related to certain value-judgments 
(e.g., people who have not seen the film are outmoded) that are 
attached to the style. In other words, students would make value 
judgments on the style and choose to adopt the style to avoid 
being judged negative. 
4. The discourses also define, construct and produce knowledge of 
38 For example, the film's nonsensical style and counter cultural meanings are oppositional to 
traditional Mainland Chinese movies which usually uphold the dominant ideology (such as patriotism). 
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the film and its language style, which constitutes the 'subcultural 
capital，differentiating insiders from outsiders of a youth cultural 
group. Those BBSers who do not hold such 'subcultural capital' 
would not be readily accepted by those who have plenty. Such 
distinctions create a hierarchy among the BBS users, and they 
urge the outsiders to accumulate the capital to advance their 
status in the BBSs. 
The last point also implies that the establishment of a style in the BBSs is 
accompanied by the formation of a BBS youth cultural community. This community 
is differentiated from other BBS groups by 'subcultural capital' embodied by the style. 
However, subcultural capital also confers hierarchical statuses within the group. In 
the next chapter I will try to explore whether there is a hierarchy within the Chinese 
BBS youth cultural community. 
67 
V. Youth Cultural Community as Identified by Style 
Language is a reliable signal of individual identity (Donath 1999). It is also an 
important indication of group identity since language is an identification badge for 
both the self and outside perception (Saville-Troike 1982). Language style in the 
Chinese university BBSs is an idiosyncratic style of interaction developed by the 
student participants. Thus, using what kind of writing style to talk in the BBSs can 
reveal a great deal about the writer. As I have argued, the style of Chinese university 
BBS youth culture objectifies 'subcultural capital,' which differentiates the insiders 
from the outsiders of a group, and it confers hierarchical statuses within the group. In 
this chaptcr I will focus on how the BBS language style helps the students to establish 
their own community in ihc BBSs. However, we have to remember that the youth 
cultural community is a Bund-like community, as I argued in Chapter 2, and it does 
not represent the whole BBSs. Also，ihc BBS youth cultural community that I will 
describe is not confined lo a concrctc location in the BBSs, neither is il a certain 
newsgroup. It is an unstable group; whenever its members identify with cach other by 
using their own style, I lie comnuinily comcs into being. The following analysis will 
illiislratc three main argiiincnis: 
1. The language and slylc of the film serv es as identification of 
members. 
2. The BBS yoiilh cultural slylc confers a hierarchical status 
\s iihin ihc commiimty. 
3. The cohesion of ihc BBS youlh cultural community is 
niainlaincd around charisma. 
I d e n t i f y the B B S Youth C u l t u r a l C o m m u n i t y t h r o u g h Style 
Manv sludcnl BBS participanls arc au arc of the tunc Hon of the film's language 
and stvlc: lhal is, ihcy know that when ihcy use the language they can be 
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identified as members of a youth cultural group. Further, since the film's language 
and style are value-laden, members who use the style are also attached with these 
values. However, the actual concrete information that can be derived from a user's 
language style is very limited. According to my interviewees, they can perceive 
several distinctive characteristics from a BBS user's use of language: age, BBS 
experience, profession, educational level, and personality. 
First, the interviewees are consistent with each other on the question of age. 
They all agree that BBSers who use the film's language and style are likely to be 
younger than thirty. As my interviewee NN said, if a BBSer uses the film's language, 
‘I think he must be at the same age of us.” 
To the question of what kind of BBSers would use the style, the interviewees' 
answers are more diverse: 
Lovers: He should be a person with a sense of humors, or an interesting 
person. It is impossible that he is serious or strict. 
Young: I won't think he is interesting. But he should be very kind at 
least. 
Sun: I think he should have a high education, at least undergraduate 
education. 
At the same time, the interviewees also make a judgment on the identities of the 
BBSers who do not know the film's language and style: 
Randall: Newbie沾...or the teachers. 
Letitbeba: Most probably, he isn，t a university student. 
39 Newbie refers to newcomers to the Internet, or to a particular service on it. 
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However, this judgment can only be useful in the university BBSs but not in real 
life. When I asked the interviewees if they could specify the identities of people who 
use the film's language and style in real life, their answers are negative: 
Letitbeba: I cannot say he must be a university student or a BBS 
member. If he use a lot from the film, I think he see the film only recently. 
By holding the film's language style in the BBSs, almost all insiders can identify 
the outsiders. The interviewees also make judgments about the outsiders: 
Pulpfiction: You can find in our BBS people who at the age of thirty or 
around, but not so many. You can never find those forty-year-old people; 
they never go to university BBS, absolutely. 
NN: People who are younger than us or older than us will not be 
interested in this film. 
Sun: The high middle school students won't use this language, because 
although they are also interested in this film, I don't think they see it as many 
times as us university students. 
Randall: Newbies are always the freshmen. They haven't got 
familiar with the culture of the university life. 
Letitbeba: Female students are always not so interested in this film. •. 
This film's dialogues are very rude or vulgar, some of them at least. I don't 
think a girl can write in this way. 
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Young: Professors look down upon BBSs, especially those teaching 
science and technology. They won't use the film's language in the BBSs. 
Randall: Some teachers go to the BBS in my university. But they never 
take it as their lifestyle. They go there to see what the students are doing. 
Monitoring? At least they want to know something about it. 
From the above, we can see that the interviewees have created a prototypical 
member of their BBS youth culture: male university students, at most thirties years 
old, who have some experiences in BBS life, who have a sense of humors, are kind or 
interesting. It is clear that the BBS youth cultural group does not include all members 
in the Chinese university BBSs. 
A Hierarchical within the Community 
Knowledge on the film's language and style also confers hierarchical statuses 
within the youth cultural community. However, this hierarchy is also related to some 
particular characteristics of Chinese university BBS systems. The BBSs are actually 
established hierarchically, yet BBS members are relatively more equal there than in 
their real life. 
Chinese university-based BBSs are wholly managed by students. There are three 
statuses of people in a BBS: station conductors, chief editors of each newsgroup, and 
BBS members. Although the general claim is that the conductors and chief editors 
would serve the members, they are actually BBSs' gatekeepers. Conductors have the 
power to decide whether one person would be accepted as a BBS member or not. 
Chief editors have the power to mark or delete articles written by members of their 
own newsgroups. In addition, there are rules in each BBS. For example, users are not 
allowed to write anti-socialist and anti-party remarks; users cannot assault other users, 
and so on. However, the maintenance of the rules is based the users' self-discipline. If 
a user breaks the rules and is prohibited from a BBS by its conductor and chief editor, 
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he can easily use another nickname to re-register and continue his BBS activities. 
In BBSs, individual files about every person's participation are established. 
Quantitative data about a user's performance since he becomes a member of a BBS 
are stored. For example, in a particular member's file, if 'value of performance' is 
‘123’，it means the person is still a newbie to the BBS, and he will be labeled as ‘a 
newbie starts out (f?手上路)，.These files about the users are kept until they commit 
'suicide,' which means canceling their registered identities in the BBS. Moreover, 
individual files are open to all BBSers. Compared with the surveillance exercised by 
the conductors and chief editors, BBS members care more about their performances 
in the BBS. Their reputation and fame are based on how many members reply to their 
postings and how many of their postings are kept in the 'cream area'. Therefore, 
whether or not a BBSer can attract others' attentions is especially important for her. In 
this sense, BBS encourages creativity, for creativity leads to online attractiveness. 
Within this BBS structure, the formation of the BBS youth cultural community 
begins with some members' early use of the film's language and style; their creativity 
on writing style attracts other members and leads to imitations. Consequently, this 
style marks the difference between being in or being out of, and being high or being 
low in, the community. 
In or out of the Fashion 
At the very beginning, the film's language and style are regarded as a fashion in 
the university BBSs. I will use an interviewee's autobiographical account to reveal 
how this language style becomes a fashion in the BBSs. Voodoo is a person who 
helped Tsinghua University to build the first Chinese university-based BBS in 1995. 
Today, he is a conductor in this BBS. Thus, his commentaries upon the diffusion of 
the language style in BBS should be convincing: 
Voodoo: I remember that it is firstly about at the end of 1996 or at the 
beginning of 1997 that some people constantly say, 'Once upon a time I was 
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faced with a chance to receive true love，4° in BBS, and some other sentences 
of the film. At that time, I didn't know that they are from A Chinese Odyssey. 
But I felt they are interesting Subsequently I went to (the BBS) ask, 
'what's wrong with you? These words are so funny. Who says them?' Then 
they told me that they were cited from A Chinese Odyssey. So I went to see 
the film. Anyway, I think it is because some Tsinghua University students 
like the film's language very much and talk about it everywhere. At first, 
they do this only for fun Gradually, more and more people begin to say 
so. For those who are newbies in Tsinghua BBS, they may feel surprised, 
'hey, what are they talking about? I should also say so.，You know, in BBS, 
this kind of imitation exists anywhere Little by little, more and more 
students go to see this film. Then various people give various opinions, such 
as 'postmodernism' and so on. Consequently, not only Tsinghua but also 
many other universities j oin this ‘ fever，. 
From Voodoo's description, the fashion of the film's language in BBSs began 
with some students' personal interests, and subsequently the language style diffused 
because of curiosity. Gradually, it became a fashion, attracting more and more BBSers 
to use it. The table below summarizes the several motivations for using the BBS 
language (See table 5-1). 
From this table, we can see that there are different motivations for different 
BBSers to use the language. But except two interviewees, most were attracted by the 
'fashion' of using the film's language in the BBSs. If people do not keep up with this 
fashion, he/she would feel pressures from both within the BBS and in the campus at 
large, as I discussed in Chapter 4. 
40 This is one monologue said by the Monkey King in the film. 
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Motivations Interviewees 
Like the movie and try to appropriate Fervvac, Cheng 
the language for use in a BBS 
Find BBS language interesting and try Lovers, NN, Road, Luo, Voodoo 
to imitate early users 
Feel pressure from other BBS users Dragon, Young, Wu, Letitbeba, Liu, 
and try to be a part of the BBS community Pulpfiction Randall, 
Want to be famous and try to attract Sun 
the attention of others 
Table 5-1 Motivations for using the BBS youth cultural style 
Further, the fashion itself is not stable. According to the interviewees, at the 
beginning, the fashion of using the film's language and style is only for introducing 
the film and quoting dialogues from it. Gradually, the language began to be used to 
comment on the film from theoretical perspectives; then for writing new stories about 
the students' daily life. These changes within the youth cultural community 
consequently change the status of members. 
High or Low Status within the Youth Cultural Community 
The status within the community can be perceived from two aspects. First, 
creative use of the style establishes fame in the BBSs. We can find it from the 
following two interviewees' narratives: 
Sun: You might think I like to play the peacock*�I don't think so. I 
just write what I think, what I feel. But you know, people always want 
others to pay attention to you. So I use some language they like to read. 
Lovers: we are free and anonymous in BBSs. No one knows who 
Sun is very active in his BBS. He often writes essays in it, all of which attract many replies. 
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you are. If you don't use techniques to attract others, no one will know 
you. For the same reason, if someone else familiar with the film's 
language uses it appropriately in his articles, I will be more inclined to 
read them rather than others. 
Therefore, the more a member uses the film's language, the more other BBSers 
will read and reply to his postings. Since a BBSer's individual fame is based on the 
times his postings being replied to, and since the postings getting the most replies 
would be listed on the front page of a BBS, members who use the style more are likely 
to become more famous. Fame is an important concern when the BBSers elect the 
chief editor. Therefore, the hardcore stylists of this BBS youth cultural community 
have a higher status than other members. 
Second, members of this community attempt to dig out more knowledge from 
the film. That is, they try to find out the origins of some particular scenes or elements 
of the film, as I discussed in Chapter 4. The accumulated knowledge constitutes 
'subcultural capital' and becomes a part of the fashion. Consequently, members who 
can keep up with the fashion closely also have a higher status within the community. 
Some interviewees claim that, today, they only read and reply to those postings that 
are ‘meaningful,: the postings should not be simply quoting the dialogue from the 
film, they must be creative in the form or content: 
Pulpfiction: Only knowing how to use the film's language style is 
not enough. You must have your own thoughts in your postings I 
myself only read those postings creatively using the film's style. 
It is clear that the subcultural capital objectified by the film's language and style 
serves as distinctions. It changes members' status outside and inside the community. 
That is, the style attracts BBSers who are not participants of this youth culture into 
this community to practice the style; and it also motivates members inside the 
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community to accumulate more knowledge on the film in order to improve their 
statuses within the community. 
Cohesion of the Community 
As I have argued in Chapter 2，a virtual community is actually a Bund-like 
association. Elective form of the BBS youth cultural group makes it unstable in nature. 
Thus, like all the other Bund-like associations, the Chinese university BBS youth 
cultural community is self-enclosed, while it produces ‘a code of practices and 
totemic symbols' (Hetherington 1998: 98) serving as the basis for the cohesion of the 
group. The Hong Kong nonsense comedy A Chinese Odyssey, taken as a totemic 
symbol, facilitates the self-management within the group. However, group members 
do not only agree on the style, actually they conform to some charismatic values 
beneath the style. Thus, the cohesion of the BBS group is maintained through forms 
of identification — the style, which in turn is organized around charismas. 
We have to start from the students' own thoughts in order to find out what they 
adore. According to the interviewees' statements, they actually believe in two things: 
the nonsensical comedic genre, and the university BBSs. 
1. Charisma of the Nonsensical Comedic Genre of A Chinese Odyssey 
Mass media contents are marketed through genre categories. Genres offer prima 
facie evidence for the existence of shared normative interpretations. In the previous 
chapter, I have discussed how some Chinese university students read the film as a 
tragedy. However, this interpretation is not based upon a genre analysis but mainly 
from the sad ending of the film. In fact, all of my interviewees still label this film as a 
typical ‘nonsense comedy'. Nonsense comedy is a new genre for many Chinese 
people. At the beginning, this comedy genre is not only new but also 
incomprehensible. Few people accept it, as shown by the disastrous box office of A 
Chinese Odyssey in mainland China in 1995. Revenues from ticket sale were only 
400,000 in mainland. However, in Hong Kong, a city with a much small population, 
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the film earned more than 40,000,000^^1 Many people were surprised that, a few years 
later, young Chinese university students would adore this film genre so much. The 
students have their own explanations: 
Pulpfiction: Mainland China hasn't been open for many years, therefore, 
people are still conservative in their thoughts. There is no such kind of 
crazily nonsensical comedy in mainland. It is a new genre of comedy. 
Moreover, many of its' actor's lines are coming from daily life. The language 
of the film is deviant from our traditional language use This feature is in 
accordance with the young generation's taste It is not so difficult to 
understand in our ages. That's why so many young people like it. 
Sun: I think it is because our previous language style is not fresh enough. 
Young people prefer to accept new things. In fact, this kind of language is 
very funny. 
The students do not only refer to the film genre itself, they further attribute 
success of this film among young people to the question of generation gap. 
Lovers: We appreciate the film's language style, thus we imitate it. But 
older people will not take it as novelty. They would say, 'how could it be like 
this? Boring, so boring.' 
Pulpfiction: Our voices cannot be heard in the world dominated by the 
adults. Their tastes, their fondness, the movies they like, can totally not be 
understood by us. Or we just don't want to understand They interpret the 
film from their own points of view, which are not the same as those of young 
people's. They always adopt a very traditional attitude towards the film. I 
feel very uncomfortable about their attitudes Thus the more 
42 Beijing Youth Newspaper, August 16, 2000 
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anti-traditional a film is, the more we like to see it. 
Pulpfiction further elaborates his opinion by revealing young people's attitudes 
towards their future. 
Pulpfiction: We will not be successful in our whole life. There must be 
some losers in the world. The film describes the losers (the gangsters) as such 
lovely and candid persons. It makes us believe that failure is not so terrible. I 
think not everyone want to live a middle-class lifestyle, such as steady-going 
works, houses, and so on I myself feel disgusted towards this kind of life. 
If a young person live in this way for the whole life, he will feel the 
meaninglessness 
It is clear that, according to the interviewees' talks, they adore this nonsensical 
comedy not only because they are young enough to accept new genres of any cultural 
formations. In fact, charisma of this film is intricately related to its power of 
deconstructing established mainstreaming ideologies. These Chinese university 
students are facing the pain of unavoidable growing-up; before they go to the 
university, they are still children, but when they graduate, they will be taken as adults. 
Can we say that this film provide them an imaginary space for escaping the reality? 
This will be answered in the next, final chapter. Here, we need to examine how the 
university BBS empowers the students to use the film's language style as a weapon to 
struggle with reality. 
2. Charisma of the University-based BBS 
BBS is more than a communicative tool. BBS users have strong emotional 
attachments to their on-line activities (Jones 1998) because the BBSs provide them a 
new way to communicate with other people. This is also one of the reasons why so 
many Chinese students choose to participate in BBS activities. However, BBS is more 
78 
than a new technology. It constitutes its own myths when the students become more 
and more willing to affiliate with it. To establish this point, we should first see what 
the BBS means to the university students. No interviewee chose to use the BBS for a 
single reason. But we can distinguish a few aspects of their motivations. First, some 
of them prefer BBS to the Internet because BBS has some unique functions: 
Sun: When using Telnet or Cterm^^ to connect with BBS, you can chat 
with people. But in the form of WWW (world wide web), you cannot do this. 
NN: BBS has a distinct function: you can read posting, send message, 
and chat with other people at the same time. It is a very comfortable manner. 
Second, they believe that the BBS can provide them with abundant information 
to solve any problem: 
Road: SMTH (Tsinghua University BBS) is a place for exchanging 
information. Therefore, there is abundant information, and it attracts many 
people to go there When you have some problems, if you go to a place 
with few people, you cannot find any help; however, in SMTH, many people 
are there, thus you can easily find solutions. 
Luo: For example, if you encounter some frustrations, in love or others, 
you want to release yourself You post your feelings in the BBS, the more 
people reply to your postings, the more you feel extricated In BBS, there 
will be many strangers helping you. That will make you feel better. 
Third, almost all students choose to use BBS because this manner of 
communication can protect their privacies. Thus, people there are more 'real， 
than in real life: 
43 Telnet and Cterm are two softwares used to connect PCs through networks, such as the 
Internet. 
79 
NN: Chatting in BBS is very different from in real life. A person whom 
you talk to is only represented by some words. You can tell him everything 
you want. I believe he also thinks so Moreover, in BBS, people are more 
lenient than in real life. And you needn't care about who he is and whether he 
is male or female. 
Road: In fact, I think interpersonal communication between Tsinghua 
students is not so much. Maybe, in real life, everyone is unconsciously trying 
to protect the self. But in the BBS, we don't know each other. Thus there will 
be no aftermath if you open your mind to them. 
Luo: In real life, some people will conceal the self, or will associate 
with others intentionally. •. But in BBS, people are relatively more sincere. 
Fourth, comparing with real life communication, the interviewees think that BBS 
communication can give other members ‘a wider imaginary space.' As a result, they 
want to use BBS to attract attentions: 
Lovers: Face-to-face communication is totally different from BBS 
communication. Through BBS, you can only use text to communicate with 
other people; no voice, no image. These purely textual communications can 
give you a wider imaginary space. 
Sun: I want to attract other people's attention Little by little, going 
to the BBS becomes a habit. 
NN: BBS changes seventy percent of my life In the BBS, it is easy 
to find people who have the same interests with you In real life, it is 
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impossible to tell everyone your thoughts. However, all of us desire others to 
agree with you or understand you. In the BBS, as soon as you post your 
thoughts in the newsgroup, thousands of people will read your postings. 
Fifth, since BBS, like all other CMCs, do not need people to provide their real 
identities, students often take it as a free public forum between equal members: 
NN: One of my teachers also goes to BBS. I chat with him because I had 
never chatted with professors in the BBS. We are equal there. For example, I 
can 'kick' him in the BBS, while in real life it is impossible. 
Voodoo: In BBS, there is a mutually accepted principle; that is, you 
cannot bring your own fortune or other things in real life to the BBS. For 
example, when you discuss something with other members, you cannot say, 
such as 'I am older than you'. 
Pulpfiction: I think we young people are not the main body of our 
society.. • Thus we have no power to speak out our opinions in real life. 
Through BBS, we can express our attitudes toward the society; we can let 
them to hear our voices. 
Randall: When there was no BBS, how could you let others know your 
opinions? You had to find help from newspapers or magazines. It is very 
difficult to do so, for there is censorship BBSs give the Chinese young 
people a chance of not being suppressed any more. Although there still exist 
some restrictions; some topics are not permitted to discuss in Chinese BBSs; 
relatively, the restrictions are much looser than before. 
In sum, the interviewees' thinking about university BBSs' values can be grouped 
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into five main categories: distinctive functions, provision of information, safety, 
display of personal attractions, and being young peoples' public forums. The last 
feature is particularly significant. University BBSs provide students the free space to 
speak out; the anonymity provided in digital networks make it possible for everyone 
to feel equal. Thus, 'free' and ‘equal，are the most important perceived features of the 
BBSs. They are the myths constructed by the students when they interact with each 
other in BBSs. 
As Jones argues, 'the social construction of the reality that exists on-line is 
constituted in the networks' (Jones 1998: 5, emphasis original). Students are the main 
participants in the BBS society, whereas in real society they are subordinated to the 
adults. This is not only my interpretation but also the interviewees' self-interpretation. 
The two charismatic properties I discussed above - the anti-mainstream film (from 
the perspective of mainland Chinese) used as young people's own cultural capital, and 
the university BBSs mythologized by the students as free and equal - help Chinese 
university students to establish their own society. The language style oi A Chinese 
Odyssey is a ritual that draws BBS members together in fellowship and commonality. 
Conclusion 
In this chapter I focus on the youth cultural community identified by the film's 
language and style in the Chinese university BBSs. First, I argue that, through 
exercising the style, members of the community can identify several characteristics of 
their own, that is: young, high-education, kind or interesting. These identifications 
differentiate themselves from other BBSers. However, this kind of identification 
cannot be elaborated further, for the communication in BBSs is totally text-based. 
Although the BBS youth cultural members cannot find other clues to portray a more 
concrete formation of their community, their identification with each other still works. 
These findings prove that the BBS youth cultural community is a Bund-like 
association, which is unstable and based on elective membership. Second, I try to 
explore the hierarchical statuses existed between the BBS youth cultural insiders and 
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outsiders and within the community. I find that the hierarchical status is caused by the 
unequal distribution of subcultural capital. However, it also motivates status changes. 
Third, I focus on the internal cohesion of the community, which is established based 
on the charismas of film's language style and the university BBSs. I suggest that the 
BBS youth cultural members' choice of the film's language and style and the place of 
BBSs as the basis of their cultural practices might imply the resistance of this BBS 
youth culture. 
However, understanding the possible resistance of a youth culture should involve 
mapping the conditions and effects of its emergence, understanding why this 
particular formation appeared rather than another. As some cyberspace researchers 
suggest, when facing the question of online groups, such as the BBS newsgroups, we 
need to examine the Internet as another media technology situated in routine social 
practice and everyday life. Internet creates a 'virtual culture' (Jones 1997a). However, 
this virtual culture cannot be entirely disassociated from 'real' life (Jones 1998). Thus, 
we could not isolate the emergence of the style and community of the Chinese 
university BBS youth culture from the broader social-cultural situation in 
contemporary China, a fast changing society towards ‘an increasingly pronounced 
cultural distinction between society and the state' (Ding 2001: 13). Therefore, I will 
explicate, in the next chapter, what this university BBS style means by putting the 
students' BBS activities into the real contexts of contemporary China and the 
universities. 
83 
VI. Resistance within Contexts 
The ‘politics of style' credits the existence of a youth culture and produces real 
effects upon the culture at large. These real effects are often interpreted as 
'resistance.' Many researchers in the British Cultural Studies tradition have suggested 
that, while working-class adults often use direct strategies (e.g., adapting to, 
struggling with, or resisting the dominant institutions) to negotiate solutions to the 
problems posed by class subordination, working-class youths often attempt to win 
cultural space through rituals involving fashion, music, and language (Hall and 
Jefferson 1976). 
However, as Gelder (1997: 374) points out, ‘we need not necessarily go on to 
equate youth cultural style with "resistance" or opposition，，since style is 'highly 
vulnerable to commodification，easily sliding into the more diffused realm of 
“fashion’，.，We can find examples in the more recent and less oppositional subcultures, 
such as the rave culture of the 1990s. As I have argued in Chapter 5, in today's 
media-dominated society, ‘authenticity, of the resistance of youth cultures has 
become problematic. 
Wuthnow (1989) has provided us with a three-folded conceptual framework for 
analyzing the social environment in which cultural action takes place: 1) 
environmental conditions from which resources are derived, 2) the immediate 
institutional contexts in which these resources are arranged and distributed, and 3) 
specific actions involved in producing cultural objects. Following this framework, in 
this final chapter I will concentrate on the questions of the meanings and possibilities 
of resistance by locating the BBS youth culture discussed earlier with the 
sociocultural context of contemporary China and the university context. 
Youth Beliefs in Post-Tiananmen China 
In 1994，the China Youth Research Center conducted a survey on the values held 
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by Chinese youth.44 Less than half of the respondents accepted the key components of 
the Chinese official ideology: collectivism and idealism. Besides, college-educated 
youths were almost twice as tolerant toward Western culture as the illiterates and 
those with only elementary education did. Education thus seems to be the most 
significant factor affecting acceptance of Western culture. Based on this survey and 
other scholars' discussions on this topic (e.g.，Chu and Ju 1993; Ding 2001), it has 
been suggested that the decline of collectivism and idealism, and the rise of 
individualism and materialism, are obvious among the younger generation of China. 
In his research on cultural changes in contemporary China, Ding argues that, 
since a significant portion of the younger generation appears to be alienated from the 
orthodox values, '(T)he counterculture in China today is largely the youth culture' 
(Ding 2001: 113). This conclusion might be arbitrary, however. Certainly, young 
people are more open to Western values, but we cannot jump straightly to the 
conclusion that youth culture constitutes a large degree of counterculture, especially 
when the meaning of 'counterculture' is not at all clear in contemporary China. 
The Rise of Individualism and Materialism after Cultural Revolution 
Today, China's situation is much more complicated than it was twenty years ago. 
In the Mao-era, the central contradiction in Chinese politics and society was the one 
between revolutionary radicalism and bureaucratic conservatism (Schurmann 1968). 
Mao Zedong, the supreme revolutionary leader, often sided with the former. Mao 
acknowledged the contradictions among the people. To handle such contradictions, it 
was important to ‘start off with a desire for unity and resolve contradictions through 
criticism or struggle so as to achieve a new unity on a new basis' (Mao 1957: 8-9). 
Thus the official ideology emphasized on the unity of interests among the people as 
well as between the people and the Communist Party. 'The people' was empowered to 
pursue their unified interests collectively and to exercise dictatorship over ‘the enemy 
^ The survey is called 'the Chinese youth's social development, 1994-1995' (Zhongguo 
Qingnian shehui fazhan yanjiu baogao, 1994 -1995 中國青年社會發展研究報告).A research report 
was issued on China youth research (Zhongguo Qingnian Yanjiu,中國青年研究）no.5 (1995): 8. 
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classes.，Therefore, centralization and dictatorship thus became core political and 
ideological principles in the Mao-era. 
Deng Xiaoping, however, cast off Mao's revolutionary radicalism while 
inherited the emphasis on the fundamental unity of interests between the party and the 
people (Ding 2001: 7). In 1979, the Chinese Communist Party launched the campaign 
of the Four Modernizations (Sige Xiandaihua,四個現代化）in an attempt to solve the 
crises caused by the Cultural Revolution during 1966 to 1976. The idea of 
dictatorship gradually eroded and class struggle was no longer regarded as the main 
contradiction. Dittmer (1985) suggests that the 'ideological de-radicalization, after 
the Cultural Revolution prioritized practical management of economic affairs over the 
maintainence of ideological conformity. Thus, as Moody (1983) points out, political 
changes in late 1970s and early 1980s started a process of de-politicization of Chinese 
society. The pragmatic leadership of Deng has virtually abandoned Mao's strategy of 
ceaselessly reenacting and reinforcing a revolutionary hegemony for social and 
economic reconstruction. Consequently, socialist ideals and Marxism have fallen 
victim to economic reform. During this period of ideological-vacuum, the idea of 
modernization following the capitalist model of the West and, lately, of global 
capitalism, soon gained prominence. Ordinary people gradually distanced themselves 
from orthodox values and came to accept the values of individualism and materialism. 
Popular culture: A New Battleground in Post-Tiananmen China 
The 1980s witnessed an unprecedented interest in cultural traditions of both the 
East and the West and enthusiasm for learning among the Chinese intellectuals and 
young people. They re-examined the question of the relevance of modernity to China 
by reassessing the early Marx. This move implicitly challenged the totalitarian power 
structure and, inevitably, brought up issues of liberalism and democracy. Soon the 
struggle for freedom and human rights constituted the ideological mainstream among 
the mainland intellectuals and youths (Jian 1999). They demanded the Chinese 
Communists to implement the fifth modernization - political democratization. 
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The whole world was watching in summer 1989, as university students across 
the country gathered in the Tiananmen Square and demanded a more honest and 
democratic government. The state, with the use of military force, finally terminated 
the intellectuals and students' demonstrations. People who advocated freedom and 
human rights were completely silenced. 
Economic reform was accelerated and deepened in the 1990s. China linked with 
the capitalist world-system, or 'joined the international track'(與國際接軌)，by its 
enormous absorption of foreign investment. Rapid marketization transformed social 
lives, as Western consumer and popular culture infiltrated the world's largest 
marketplace. Material interests came to dominate the way individuals plan their lives. 
Competition for personal interests drowned out the concern for collective interests. A 
significant example is the media representation of 'ten-thousand-dollar households' 
(萬元戶）in the late 1980s and the early 1990s. The official media used these people 
as models to encourage people to look for self-accomplishment in the market. 
Individualism, entrepreneurship and materialism thus permeated the media 
discourses. 
Into the mid-1990s, the third generation of post-Deng leaders, headed by Jiang 
Zemin, focused on how to effectively ameliorate the tension between the increasing 
demand from the masses and ideological control. More consumer goods became 
available. Shop windows displayed fashionable dresses, watches, television, video 
recorders a kaleidoscope of consumer capitalism. In 1995, the motion picture's 
market was partially opened. Ten American films per year were permitted to enter 
China. New places for entertainment and consumption further heightened Chinese 
people's desire for material pleasure. 
However, the intellectuals appeared to become more alienated from the regime 
after the Tiananmen Incident (Ding 2001: 46). The rise of commercial popular culture 
and the government's decree to ban political and ideological discussions have 
undermined the status of the intellectuals. Consumerism was discreetly tolerated, if 
not publicly encouraged, by the authorities to distract the public from political 
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debates, though the authorities also recognized the problems posed by popular culture. 
Thus, during the 1990s, the intellectual elites would join hands with the government 
in denouncing the ‘vulgarization’ of culture and the 'pollution and corruption of the 
young mind' by popular cultural products. But generally speaking, the liberal elite and 
the government are courting, in their different ways, multinational capitalism's 'high' 
values (Liu 1997). Popular culture has become a new battleground on which the war 
of'power struggles for obtaining symbolic capital' (Tao 1996) was conducted. That is, 
it is a fight for the ownership of discourse in the cultural and intellectual market. 
The Chinese intellectuals despised the popular culture (Li 1999). For example, 
Wang Yuechuan (2001: 80), a professor from Peking University, bemoans that ‘when 
the discourses (in our society) are dominated by commodification and cynicism, we 
intellectuals have already begun to lose our readers and audiences.' Gradually, 
‘cultural studies,' or more precisely, ‘critical cultural studies，，become a fashionable 
academic enterprise (Tao, Jin and Gao 2000). Intellectuals busied themselves with 
disclosing the utilitarian ideologies 'sequestered' or ‘concealed, beneath commercial 
popular culture (Liu, 1998). A 'crisis of faith,(信仰危機）among the younger 
generation becomes a critical concern for the intellectuals. Although some Chinese 
scholars do recognize the changing values, especially individualism, have their 
positive influence on China, many others responded negatively. They pointed to 
evidences of ‘moral decline' or even 'moral collapse，（道德淪喪）among the younger 
generation. They relate young people's activities or attitudes towards popular culture 
to 'loss of values (價值迷失)，or 'emptiness of meanings (意義虛無)，(Wang, 2001). 
In sum, economic reform since the end of the Cultural Revolution provided 
opportunities for people to make money, but also undermined the traditional socialist 
ideology (Kwong 1994). Youths are exposed to a plentiful of discourses celebrating 
consumption. It is undeniable that the young Chinese generation is affected by the 
new values of individualism, pragmatism and materialism, and for intellectuals', 
these new cultural values constitute an 'ideology crisis' among the young people. 
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Ideological Crisis Among Chinese Youths 
In China, youth is associated with hope, courage, and dynamism. Mao once 
famously described young people as ‘the sun at nine o'clock in the morning,' and 
predicted that 'the world ultimately belongs to them'. Young people are 
future-oriented. They search for educational opportunities, job prospects, and life 
chances that the society offers them. Creating personal images and attracting the 
opposite sex are also big concerns. Kwong (1994: 248) comments that these shared 
social interests, along with their common biological characteristics, 'partially explain 
their similar outlook and distinctness from the rest of the population.' 
Young Chinese in the late 1990s were bom in 1970s or 1980s. They have 
scarcely experienced the Cultural Revolution and have few memories of that period. 
Tiananmen Incident happened when they were still in primary or middle school. They 
receive better education than those bom in the 1960s or before. They grew up in a 
relatively open political and economic climate. As a result, their attitudes toward the 
society and themselves are greatly shaped by the new values in contemporary China, 
and they indulge themselves in the pleasure of consumption. 
In 1991, Li Guo and Li Zhibiao investigated junior middle school student culture 
in Guangzhou, one of the biggest cities in mainland China. The survey provides us 
evidences for what the young generation in the early 1990s thought and enjoyed. At 
around the same time, Julia Kwong (1994) conducted her ethnographical research on 
the beliefs of the young Chinese. According to their findings, there are three main 
characteristics of youth culture in the early 1990s when compared to that of the 
1980s — individualism, consumerism, and pragmatism. 
The youths in the early 1990s advocated individual efforts and wealth. In Li and 
Li's (1991) survey, none of the one thousand and four Guangzhou high school 
students saw 'serving the people'(爲人民月艮務）as important, while 62 per cent of 
them put their personal interests before the country's interest. Kwong (1994), 
commenting on young people's career plan, points out that, before the 1980s, 
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many college students followed their country's commands and picked their jobs in 
places where they are needed the most, even if it would require them to leave their 
hometowns. However, in the early 1990s，young college students avoided specialties, 
such as mining or agriculture, that would take them away from the cities, and they 
applies for less prestigious municipal or provincial universities in order to get jobs 
within the local jurisdiction.^^ 
‘Making atomic bombs is not as lucrative as making pickled eggs，(造原子彈的 
不如賣茶葉蛋的)，as a popular saying in the 1990s goes. It reflects the wish to make 
quick cash in the booming economy. The early 1990s was an era in which people who 
have never gone to the universities or even high schools could become rich. These 
people often flaunted their wealth by buying luxurious goods from Hong Kong and 
other foreign countries. Young people thus ‘turned to making money on the side, 
taking part-time jobs in tutoring and even in business' (Kwong 1994). By doing so, 
they can earn enough money to groom, perm their hair, buy clothes and cigarettes, 
drink, and seek other entertainment. Teachers and school administrators labelled these 
youths ‘a generation without ideals,' but their anger could not prevent consumerism 
and its concomitant hedonism from spreading. 
At the same time, Lei Feng (雷鋒)，an icon of altruism in China, was no longer a 
hero for the youths. Rosen and Chu's (1991) survey found that 47 per cent of two 
thousands Communist Youth League members believed 'helping a fellow student was 
all right only if it did not interfere with their own work' (See p.416-441). Young 
people admire ‘strong people' (qiang ren 弓g人)，who are intelligent, knowledgeable, 
and can achieve material success. Yet they also believe in Guanxi (關係)，that is, the 
establishment of interpersonal relationships and networks. While Guanxi is an idea 
deeply-rooted in the Chinese tradition, it also represents the pragmatism of the young 
people — they recognize and are willing to abide by what it takes to be materially 
45 The government runs the universities in China and it assigns jobs to graduates. People who 
graduate from national universities might be assigned to anywhere in the country. 
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successful. 
These studies suggest that individualism, consumerism, and pragmatism are the 
major beliefs of contemporary Chinese youths. But should we simply brand these 
beliefs constitute a crisis in ideology or even morality? To better understand the 
significance of the changing beliefs of young people, we have to put these beliefs into 
the sociocultural context of contemporary Chinese society for consideration. 
Ideological Crisis is the Fault of the Youths? 
A contemporary popular culture, shaped in part by Western cultural products, has 
developed rapidly since the 1980s. Cultural change is an inevitable by-product of 
economic modernization (Lull 1991: 127-131). As argued throughout the study, youth 
cultural practices are ‘inside，the ubiquitous consumer culture. Like all other 
consumers, young people 'internalize the commercial standards of the cultural 
industry to such an extent that alternative standards of usefulness, pleasure, value or 
aesthetics become inconceivable' (Best 1998: 21). 
However, the flourishing of popular culture does not mean that the Chinese 
government looses its control over the youths' beliefs completely. In fact, after the 
Tiananmen Incident, the government strengthened its management of young people, 
especially college students, in order to prevent similar incidences in the future. The 
bureaucratic institutions and ideological state apparatuses still hold power (Liu, 
1997). 
Chinese university students are very sensitive to political topics. For example, 
one of my interviewees, a student from Peking University, asked me to stop recording 
when he discussed the Tiananmen Incident. Another interviewee, from Tsinghua, told 
me that Tsinghua students these days no longer discuss 'topics related to the country.' 
He said: 
Tsinghua does not allow this kind of discussions because the 
government 's control is very strict. For instance, a department of our university 
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tried to organize the students to participate in a meeting commemorating ‘the 
May 8仇 Incident,'46 but the university didn't permit this ……Peking University 
and Tsinghua University are the two top universities in Beijing. If this kind of 
student gatherings happened, the government must be very worried. The Party 
doesn't allow this kind of things. Its control is very strict. That's why the 
Communist Youth League committee frequently goes to the BBS; they are 
inspecting whether this kind of things would happen or not. 
More directly related to my research on the Chinese university BBSs, the 
following interviewee from Peking University described how political taboos came 
into being in the Chinese university BBSs: 
At the very beginning, there are no taboos in the BBSs. Members can 
discuss any kind of topics, including politics and so on. There was even a 
newsgroup on 'homosexuality' in SMTH. But it was closed later. There was a 
very serious incident in SMTH. In 1996, BBSers called on the university 
students to demonstrate around the Japanese embassy because of the 'Diaoyu 
Island' incident. This event had very big influences on the society and thus 
made the government began to pay attention to the effects of BBSs. 
Subsequently, any topic of this kind was not permitted to discuss. And four 
newsgroups in SMTH were closed because of this incident: military affairs, 
salon, martyr, and news. Now, the 'news' newsgroup has re-opened but is under 
strict control. From then on, BBSs become more entertainment-oriented than 
before. Various kinds of purely popular fashions in the era of consumerism 
become dominant, while something that is related with humanism is much less 
discussed there. 
46 It refers to NATO's 'accidental' bombing of the Chinese embassy in Belgrade in May 7出， 
1 9 9 9 . On May 8出，1999, the biggest demonstration since 1 9 8 9 occurred in almost all major cities in 
China, including Beijing, Shanghai, Guangzhou, Chengdu, Hong Kong and so on. 
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« These cases tell us that ideological control is still significant in contemporary 
China. Young people are the main objects for governmental inspection. Therefore, 
they gradually become less enthusiastic about political issues and turn to the areas of 
popular culture, which seems to be much safer to participate. 
In conclusion, when we trace back the course of cultural changes happened in 
contemporary China, we could see clearly that youth culture is not an idiosyncratic 
phenomenon. Young people's activities in celebrating popular culture are in 
accordance with a more general alienation from politics of the Chinese people. After 
the Tiananmen Incident, Chinese intellectuals had been silenced for a period of them, 
and then they changed their role from critique of governments to critiques of the 
'ideological crisis,’ or the rise of individualism, pragmatism, and consumerism, 
caused by economic reform. This produced a paradoxical relationship between the 
intellectuals and the political regime. All these indicate that, if we try to interpret the 
BBS youth culture in the Chinese university-based BBSs as some kind of resistance 
towards the dominant culture, we must be keep in mind the problematic status of ‘a 
dominant culture' in contemporary China. If we do not posit a dominant culture in the 
society at large, an alternative way to identify the object of resistance would be to 
examine the more immediate context in which the students live. 
Students in their University Context 
Unlike what Lull (1991) observed in the early 1990s, in China today, more and 
more young people have enough disposable income to buy popular cultural 
accoutrements such as CDs, VCDs and PCs. As a result of further marketization, the 
Chinese media are more and more ready to distribute popular cultural information. 
Therefore, it has become much easier for the youths to access popular cultural 
products. Further, although the Chinese government's cultural policy has still been 
inconsistent and unsteady, its control of popular culture is much looser than that of 
other social aspects. There is a considerable degree of freedom for young people to 
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practice their own cultural activities. 
As Grossberg (1992) argues, popular culture can offer resources for popular 
struggle, resistance, and opposition if only the people invest their emotions into 
certain forms of popular culture and create ‘affective alliances' (p. 69-87). Affect is a 
plane of effects and is closely tied to what we often describe as 'feeling.' 'Feeling' is a 
socially constructed domain of cultural effects, thus 'different affective contexts 
inflect meanings and pleasures in very different ways' (Grossberg 1992: 80). Since 
any context entails a complex set of relations, context is never a stable. 
There are two immediate contexts Chinese university BBSers live in: the 
universities and the BBSs. To take these two contexts into account can help us find 
out what determine those university students to invest their passions into the 
nonsensical Hong Kong movies, to appropriate its language as a BBS style, to create 
an affective virtual, Bund-like community, and to mobilize this BBS youth culture 
into forms of resistance. 
I have discussed the context of Chinese University BBSs in the previous chapter, 
therefore, here I will focus on the university context. Tsinghua University is a good 
example for exploring questions regarding the students' immediately living contexts. 
Tsinghua University is one of the top universities in China, yet its formation is very 
typical of other Chinese universities. Also, SMTH, the biggest university BBS in 
China, is established in this university and Tsinghua students are probably be the most 
active participants in this BBS. 
A Case: Tsinghua University Context 
Tsinghua University is located in the northwestern comer of the city of Beijing. I 
first went to this famous high-education institution in summer 2001. What surprised 
me the most was not the huge campus but the constantly fiilly occupied classrooms. 
At that time, Tsinghua students were holding an activity to elect the top-ten students 
of the university. There were banners and billboards introducing the candidates on the 
main campus street. All these candidates had splendid accomplishment not only in 
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their academic works but also in areas such as social services, sports, arts, etc. 
Tsinghua students call these people 'Niu Ren (Superhuman).' To me, this activity 
looks like a typical practice to establish good models for other students to follow. 
However, to the Tsinghua students themselves, there is a huge amount of pressure 
involved in this kind of campus activities. In the interviews, I have asked my 
Tsinghua informants their feeling towards their university: 
Lovers: Tsinghua makes anyone feel pressured Many students, before 
they came to Tsinghua, were very outstanding in their homelands. Some of them 
were regarded by their neighbors as prides. But after enrolling in Tsinghua, they 
found that there are too many people who are equally outstanding, or even better. 
They are nothing but ordinary students. 
NN: When I was a freshman, there was a campus newspaper introducing 
one Tsinghua student in each issue. All those students are the most excellent ones. 
For example, some student used only seven years to get a Ph.D. degree, starting 
as an undergraduate. Each time we read this newspaper, we'd like to knock the 
heads onto the grounds. We felt not be able to survive any longer. 
Young: There are too many 'niu ren, in Tsinghua Studying hard is the 
dominant atmosphere throughout Tsinghua University and it makes you feel 
great pressures. For example, within a dormitory, six people, if three of them 
came back to the dorm after twelve o'clock mid-night, then wouldn't the other 
three people feel the pressures? When they were in middle school, they were all 
ranked the first or second in their schools. Now, in Tsinghua, they can be ranked 
from the first to the last when competing with thirty other classmates. Everyone 
knows what his level is in his class. So they must feel scared. If there were two or 
three students studying hard, the whole class would also be studying hard; if 
there were two or three classes studying hard, the whole university would be 
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studying very hard. 
Contributing to the pressures is a competing mechanism built within the 
educational system. As these students said, most Tsinghua students were very 
outstanding in high schools, thus they wish themselves to be, or are wished by their 
families or relatives to be, similarly outstanding in university. These push them to join 
the competing mechanism. Scores and behaviors during their university years will 
decide their fate after graduation. 
Voodoo: In Tsinghua, the best students will go abroad; the second-class will 
go to foreign companies; and the worst will remain in the university to pursue a 
graduate degree. Every Tsinghua students feel like this. Therefore all of the 
students have the same goal: I want to go abroad! Someone said, I was a loser in 
the four years. Why? Because I didn't go abroad; I have to choose a foreign 
company to earn money. Such are their attitudes. They are educated to hold such 
attitudes. 
As a result of the competition, Tsinghua students are very independent in their 
campus lives and keep distance between each other. 
Road: Tsinghua students make me feel very independent. Before coming 
here, I heard that every Tsinghua student hangs a curtain in front of his or her 
beds At night, they draw the curtains and do their own things, reading or 
studying. They don't communicate with each other a lot I thought it seemed 
impossible But when I study in this university, I find everyone here takes 
this as very usual. They are accustomed to it. Many students wouldn't feel 
strange if he didn't talk with others the whole day. There is such kind of people in 
my dormitory. He can stay in the dorm without saying a word to anyone if he has 
something to do. Kind of a culture here. 
96 
In fact, as an outsider, I also feel the distance between Tsinghua students when 
doing the fieldwork. I had been to five dormitories in Tsinghua. Except in one 
freshmen's room, there were 'bed-curtains' in all others. On each student's desk there 
is a computer, even though the room is very small, no more than fifteen square meters. 
It seemed that these roommates would not like to share their own PCs with each other. 
When I went into an interviewee's dorm, her dorm-mate glanced me for a second but 
did not say a word to me, yet the interviewee told me that this girl was very active in 
the BBS. 
As I have discussed in the last chapter, Tsinghua interviewees often used ‘dreary， 
to depict their campus circumstances. This feeling of ‘dreariness’ comes from the 
pressures and the estrangement of personal relationships resulting from their 
consciousness of competition. 
However, as a case, the context of Tsinghua University cannot fully represent all 
other universities in China. Actually, two Tsinghua interviewees, Road and Dragon, 
who finished their undergraduate studies in other universities, both claimed that the 
interpersonal relationship was not so estranged in their previous schools. Therefore, it 
is necessary to move beyond Tsinghua and examine the feelings the Chinese 
university students have towards 'university life in general.' 
University Life Means What? 
Even in other universities, most student interviewees do feel the pressures from 
studies and peer competitions. They are aware of the fact that their academic 
achievements and campus-behaviors would decide their opportunities after 
graduation. Thus, some students regard university education as a kind of sacrifice: 
Randall: To choose university education means to choose responsibilities. 
University students cannot do a lot of things they are actually interested in, 
because they have to accept the lives arranged by the university; they have to 
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study hard, to find a job，to go abroad; they have to give up. But they would never 
feel reconciliatory toward these arrangements. 
On the other hand, entering universities means 'the first step into the society，to 
most Chinese young people, because it is usually the first time they live 
independently from their families. But the students still feel that they do not have full 
control of their own lives: 
Pulpfiction: University students have little power. First, in terms of 
economic status, you must depend on your parents; you have some free money to 
use, but the money is not earned by yourselves and thus you will not feel 
comfortable when using it. Moreover, the whole society, such as the media, the 
institutions, none of them is truly controlled by the students; that is impossible; 
therefore, some other young people might envy university students, but in fact, 
when something happened in the society, students' opinions are nothing. 
However, students' attitudes towards their university lives are sometimes 
contradictory. Pressures are sometimes mixed with pleasures: 
Pulpfiction: University lives are very easygoing. People like me will enjoy 
this kind of lifestyle. You won't feel all the annoyances in the future, such as 
finding jobs, having babies and supporting the family, jobs……Adults' lives are 
always very ‘ dreary., I think this kind of life is especially terrible. 
Sun: I think Fudan is quite a good place. The living circumstances are 
beautiful. If you don't care so much of your studies, you can find many things to 
do, to watch movies, go to dance, join various student communities — although 
most of them are used to find girlfriends. 
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Then how can we understand these contradictory feelings about university lives? 
If we compare students' feeling of ‘pressure, and ‘pleasure，，we find that the later is 
only a temporary 'escape' from studies, future destinies, adult lives, and the social 
realities. So, overall, what does ‘university, mean to the students? 
Voodoo: University students don't know what they want. They may set 
‘going abroad' as their goal, but they totally do not know why they want to go 
abroad Ever since the death of 'idealism' in Chinese universities in the 
1990s, the whole generation of contemporary Chinese university students 'get 
lost'. What remain are something very realistic, good jobs, fames, all are related 
to how to live better than other Chinese people in the future. 
Higher education means better lives. This is what the social reality tells the 
students. Thus universities' obligation is to teach their students about how to survive 
in a more and more materialistic society. They provide sufficient 'technical 
knowledge' for the students, but they do not tell the students what kind of attitudes 
they should hold when confronting this materialistic society. The result is the 
students' 'dreary' feeling about the university, which only provides them a place to 
study hard for their futures, yet does not create an open and free atmosphere, so that 
they can think more about their lives, as young people and also as an adult. 
What are the solutions to all the problems they meet in the universities and in the 
society? This might be the most important question the students face. The whole 
society is changing to a more and more individualistic and materialistic one. This is 
the reality, a reality not existed until these young people go to the universities, taking 
their first steps into the adult society. When they were children, they needed not think 
about their future. But when they become university students, they become 
'to-be-adults,' they have to think about all the questions. Interestingly，under such a 
situation, some students come to be very critical towards their previous education: 
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Pulpfiction: We were indoctrinated by many traditional values when we 
were children. You know, the educations from primary schools to high schools 
received by Chinese children are very repressive. But at that time, you couldn't 
feel it at all because you were inside the system.. • Only when you go out of the 
system, you can find how ugly it is; it is corrupting your minds; this kind of 
education is actually hocusing you. 
Pulpfiction might think that he is out of the ‘system，now, thus he can have an 
insightful glance on the existing problems of the educational system. But if we follow 
his logic, he is still inside the system of high-education; so he would not have insights 
on his university education. One interviewee, who is now working in a media 
organization, said: 
Letitbeba: After graduation I always feel that our four-year university lives 
have wasted our times. If we had known how 'real' the society is, we might not 
only concentrate so many in our 'useless' assignments. If I could live my lives 
one more time, I would do many other things, for example, to think thoroughly 
about my future. But this is a false supposition, only a supposition. When you 
were a university student, you will never think that this is a question... 
University students have no faith today. You can say that they have been 'lost'. In 
the 1980s, they could appropriate their passions onto politics, they could display 
their passions, and they might take 'responsibility' as a very serious question. 
But now, there is no faith, not only among the young people but also among all 
the Chinese people. 'Money' is at the first place 
Letitbeba might point out some sticking points in my research. If the style in the 
Chinese university BBSs represents some kind of resistance, this resistance may have 
nothing to do with 'class struggle.' Contemporary Chinese youth BBS cultures are not 
the British youth cultures in the 1960s and 1970s. This contemporary Chinese youth 
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cultural members seem unwilling to display their styles in public spaces, unlike the 
British ones who often aggregated in the streets or pubs. Do the Chinese university 
students conceal their resistance? I believe so. But it is possible to disclose this 
resistance by articulating the BBS youth activities and their distinctive style with the 
university context and the broader sociocultural context. 
Chinese University BBS Youth Culture as Resistance 
Before analyzing the 'concealed' meanings of the Chinese university BBSs 
youth culture, let me briefly review the whole phenomenon. This BBSs youth culture 
starts from a Hong Kong nonsensical comedy, A Chinese Odyssey. Chinese students 
rediscovered the movie, originally shown in China in 1995，at around 1999. The hot 
discussions on this largely forgotten and originally despised film produced some 
dominant interpretations in the university-based BBSs. Gradually, some BBSers 
appropriate the language of this film in their postings and establish a distinctive 
language style in the BBSs. Many other BBS participants feel the pressure to see this 
film and to accept its language so that they can participate in the BBS youth culture. 
The charismas of this funny, non-traditional film and the free, open, safe public 
forums, the BBS, provide the resources for the BBSers to build a Bund-like virtual 
community around the film's language style. The style becomes diffused in every area 
of discussion in the BBSs. And student BBSers begin to estimate ages, personalities, 
and educational levels of anonymous participants by the latters' use of the language 
style. At the same time, this style also differentiates student BBSers from other people 
in the BBSs, in the universities and the society. Thus their mutual activities around the 
style make their BBS community a certain youth culture. 
Is there any resistance in the behaviors of the participants of BBS youth culture’？ 
My answer is yes. But what are they resisting? In my research, I find that two main 
forces that the students have to oppose to: 1) the intellectuals, most of whom live 
within the universities, whose attitudes towards popular culture, towards 
contemporary Chinese youths, and towards this specific style bring them into 
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opposition to the youth, and 2) the future adult lives, regarded by the students as 
predestined to be hard and ‘dreary，，and would not be changed by merely having ‘high 
education.， 
Resist Orthodox Ideas 
As I have discussed earlier, Chinese intellectuals' attitudes towards popular 
culture are highly critical. In most Chinese universities, there are no curriculums on 
popular culture and no evidences that they will be setup in the near future (Li 1999). 
We can say that intellectuals look down upon popular cultures. They believe in 
traditional values and hold on to traditional aesthetic judgments. They regard literary 
works as worthy readings and despise television, commercial movies, popular music, 
and even the Internet. For example, read the words of Wang (2000: 22): 
In the 1990s, Chinese people's spiritual lives have become more and more 
vulgaristic. Other than money and fashions, they are interested in nothing else. 
They don't read poems, and are not used to contemplate. They cannot understand 
anything that is a little bit abstract. Even when they meet with dulcet things, they 
have no feelings One serious symptom of vulgarism is a kind of simplified, 
mechanical, either-or thinking If you glance at the words used in the Internet 
discussion groups, you will know how general this kind of thinking is. Even 
these netizens, who have accepted systematic educations and can afford to go to 
the Internet, are of this type, the other Chinese can well be imagined 
I have cited some scholars' research on contemporary Chinese youth and have 
displayed how critical their attitudes towards this group of people are. Intellectuals 
know that individualism, pragmatism, and consumerism are the by-products of social 
changes, but they are not even a bit tolerant towards these ‘isms.. The intellectuals' 
attitudes towards the "A Chinese Odyssey fever' in the BBSs thus become predictable. 
According to a report in a Chinese magazine, 'New Weekly\a Chinese youth research 
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institution defines the meanings of the nonsensical language style in the BBSs as 
'negative, and even 'decadent.' 
Do the intellectuals' attitudes a result of a 'generation gap'? It might be. But at 
the same time, there is also a ‘new technology gap, between the youths and the adults. 
Intellectuals rarely use BBSs. As one student said: 
NN: Professors look down upon BBSs, especially those professors of 
sciences and technologies. • • If they have some articles to publish, they will send 
them to transactions, or ‘core journals'. They will be most reluctant to post the 
articles in the BBSs. 
NN points to the argument that intellectuals, most of whom are university 
professors, do not take ‘BBS，as a formal and legitimate place for academic exchange. 
As a result, university BBSs become a 'secret garden' for the students. The students 
think that the professors, or the adults in general, will not go to their BBSs, and they 
never hope that the adults would understand their behaviors. 
Luo: I have read one posting of a student. He must be too crazily attending 
the BBSs. He submitted a report to his advisor and used many BBS 
languages he was scolded by the advisor. His advisor totally could not know 
what the languages mean because he reads them literally (In BBSs) you 
simply will not allow those orthodox ideas to restrict yourself You 
purposively use those words, those misprints. Although you know very clearly 
that it is wrong, you do it on purpose 
Students may face dangers if they use their BBS language style in real life, 
because this style are only accepted by the BBS members. However, this style helps 
them to identify the insiders - young university students who have a good sense of 
humor, who appreciate A Chinese Odyssey — thus it makes them feel safe and 
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comfortable in their world, the virtual world. 
These BBSers' behaviors in creating and using the style can be taken as a kind of 
resistance because they clearly know that the style is not in accordance with orthodox 
ideals, but they use it on purpose. Moreover, their highly positive comments on this 
Hong Kong movie means that they do not care about the intellectuals' attitudes 
towards ‘vulgar，popular culture. However, their resistance is not direct; the students 
seldom show their style in public and in front of the intellectuals. They escape into a 
virtual world to share their real thoughts with the BBS youth cultural members. 
Resist Real-life 
Chinese university BBS youth cultural style is created on the basis of 
interactions within a Bund-like virtual community. This youth cultural community is 
established around the charisma of an idiosyncratic film, A Chinese Odyssey, and a 
free and safe virtual forum, the university-based BBSs. In fact, the film and the BBSs 
also contain some ‘resistance，meanings within them. These meanings become more 
salient when students articulate them with their real-life. 
University lives make most Chinese university students feel ‘dreary, and 
'impotent'. The only 'enjoyment' comes from their leisure activities, which are 
largely based on popular cultural consumptions. Pressures produced by competition 
within universities push the students to look for a rest by watching the film: 
Dragon: Tsinghua students feel that they were the Monkey King; and the 
‘Jin Gu Zhou (some incantation)，彳？ is the pressure on them in this famous 
university. Like Monkey King, they also hope to cast off the 'Jin Gu Zhou' to be 
the most ordinary young people. But the competition doesn't allow them to do 
so Pressure restrains us and don't let us to be the person we would like to 
be On the contrary, it continually fraps the hoop again and again. 
47 'Jin Gu Zhou' is a kind of incantation that will automatically frap the hoop on the Monkey 
King's head when he is thinking about anything related with the secular society. 
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NN: I think it is a good channel to relax by watching this kind of 
'nonsensical comedy'. It will make you keep a good mood for a long time after 
watching. 
Students do have pleasures when watching the film because they find that 
characters in the movie face the same situation as they do. But the characters in the 
movie can do something the students cannot do in real lives. For example, the 
Monkey King can resist the control of Buddha and the Longevity Monk. The film's 
language is nonsensical and deviant from the orthodox manners. To use its language 
is largely a distinctive phenomenon in the BBSs. That is, the BBSs help the students 
to generate meanings from the film: 
Randall: I think changes in the social circumstances, new trends of 
thoughts in the society, have influences on the students. What kind of job you 
will find, how much money you can earn, all these have great influences. 
Students' thinking or worries about these problems certainly will be brought to 
the BBSs. The biggest influence of BBS is that it deconstructs many things in 
real lives. In the BBSs, we find that there is nothing worthy of being canonized 
except A Chinese Odyssey. Any idealized things are cleared up in the 
BBSs So they use a very flimsy manner to live. For example, they take a 
dual attitude towards heroism and love; one is 'teasing,' the same as what A 
Chinese Odyssey uses; the other is a little bit 'cherishing,' cherishing something 
that is still sincere and true—such as love. These two altitudes are in 
accordance with the film. So they like the film. 
Randall's remarks show that some BBS youth cultural participants do realize the 
relationship between the social context and their youth cultural activities. Also, by 
referring to the film, the students find solutions to the problems or worries in their real 
lives, although these solutions are only 'effective' in the BBSs. Participating in a BBS 
105 
community by using the language style derived from A Chinese Odyssey is like 
joining a grand carnival, which can let the students to forget, temporarily, all the 
pressures and worries. Orthodox ideals melt into the air. Survival techniques taught 
by the university institutions appear less important. In their own ‘secret garden', 
scores means nothing; whether or not you are a 'niu ren，in real life means nothing; 
what your future will be means nothing. The only remaining thing is the nonsensical 
language style. 
Conclusion 
Resistance of youth cultures is always a mooting point, because in today's fully 
capitalized societies, resistance seems to lack the authenticity it once had. However, 
throughout the whole study I still try to argue that the Chinese university BBS youth 
culture can be interpreted as resistance under a specific context. 
By examining contemporary Chinese sociocultural context, university context 
and BBS context, I find that university students live in a complicated society at a 
specific time. Today's China is a fast changing society. Some orthodox ideas are still 
powerful in directing people's thinking and behaviors, while new ideas and values 
gain power as China becomes more and more materialistic and capitalistic in the 
process of modernization and globalization. Growing up in such a context, the current 
generation of university students fervently consumes commercial popular culture, but 
their professors do not approve it. After Tiananmen, universities in China have 
become even more pragmatic and less idealistic, as the government tightened its 
control. From their universities, students leam the techniques to survive in the society, 
but they are lost on the meanings of survival. 
The emergence of university BBSs gives these ‘dreary, students a place to 
hideaway. But it is more than an escape from the real; students create their own 
community and style in virtuality. In this community, they find their pleasures, they 
temporarily ignore the pressures and worries, and they display callous and even 
nonsensical attitudes towards the orthodox ideas held by their professors. This kind of 
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BBS communities in virtual context, integrated by a Hong Kong film's nonsensical 
language style, empower students to resist the real in which they live. 
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VII. Conclusion 
In this thesis, I focus on the formation of a distinctive youth culture and the 
possibility of resistance embodied by the culture. By and large, we can summarize 
this youth cultural phenomenon named as 'A Chinese Odyssey Fever' as follows: 
University students in China went onto BBSs to communicate with each other. 
Through appropriating a Hong Kong movie's language (A Chinese Odyssey), they 
form a virtual community, which we can understand as a "Bund." In the Bund, their 
discursive practices can be considered as a form of resistance. However, according to 
my fieldwork, this resistance is not towards an overarching dominant ideology in the 
society at large, but towards their local conditions, that is, universities in China. 
Therefore the resistance of this BBS youth culture should be identified according to 
different contexts. 
By exploring the phenomenon we can find that: 
1. Youth styles constituted by the commercial cultural products is still meaningful. 
Young people have agency which enables them to construct alternative standards 
of usefulness, pleasure, or aesthetics, which finally accumulates into subcultural 
capital used as distinctions. 
2. New technologies, such as the BBS, empower the young people to participate 
their own cultural activities. And as a result, the young people can consciously 
make use of the new technologies to create their own styles, to establish their own 
community and to resist some dominant cultures perceived in their real-life 
contexts. 
3. Resistance is conjunctual. That is we can only place a particular youth culture in a 
specific contextual and historical moment. There are three distinctive dimensions 
of contexts I emphasized in my thesis. The first dimension of context is the 
cybercultural context, that is the BBS in my case. When we are concerning this 
context, we find that BBS is perceived as a free and equal public forum by the 
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student BBSers. However, when the language style has been more and more 
manifested through some BBSers，using, it objectifies a so-called 'subcultural 
capital，which consequently makes distinctions between the youth cultural 
insiders and outsiders, as well as the low and high status within the culture. 
Therefore, in the BBS context, this BBS youth culture is apparently a dominant 
culture there. The second dimension of context is the university. In most Chinese 
universities, it has been emphasized on material success in society, peer 
competition, and intellectuals' critical attitudes toward popular culture. Moreover, 
students' social status in the universities is not a dominant one. They have to 
follow the instructions and educations from their professors in order to make a 
success in their future lives. Therefore, the language style of A Chinese Odyssey 
can never be accepted as a 'right' way in speaking or writing. In this context, the 
BBS youth culture has been largely criticized by the intellectuals, who occupy a 
high social status in the universities. Thus, only in the university context, we can 
say that this BBS youth culture identifies some levels of resistance towards the 
dominant culture. The third dimension of context is the broad sociocultural 
context in today's China. There are no dominant ideologies in the society at large, 
because it is a fast changing society. Some orthodox ideas are still powerful in 
directing people's thinking and behaviors, while new ideas and values gain power 
as China becomes more and more materialistic and capitalistic in the process of 
modernization and globalization. Growing up in such a context, the current 
generation of university students fervently consumes commercial popular culture, 
but their professors do not approve it. Therefore popular culture has become a 
new battleground on which the war of power struggles for obtaining symbolic 
capital was conducted. This new battleground provides the young students spaces 
for practicing their own cultural style. And thus, the resistance becomes possible. 
That is to say, the contradiction between the real trends of the society and the 
governmental and intellectual discourses produces subject positions for the youth 
to resist the orthodox ideas and values hold by the intellectuals. 
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The two research questions raised in this thesis are: first, how and why does a 
youth cultural style come into being; and second, how is resistance of a youth culture 
possible? According to all these data and analyses presented in the last three chapters, 
we can safely answer the two questions as follows: youth cultural style is socially 
negotiated by audiences' active and creative reading of the texts, a Hong Kong 
nonsense comedy in my case; and when articulated with some specific contexts, style 
can symbolically embody resistance. 
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Discussion Thread 1998 
1.标题：《大话西游》 
Discussion Threads 1999 
1.标题：重提《大话西游》：你真的懂了吗？ 
2 .标题： R e : WUWU，居然没地方看大话西游！！！ 
3.标题：一个关于大话的问题 
4.标题：我说一点儿，行不？(转载） 








Appendix 2 Style of BBS Discussion Threads 
Discussion Subject: 
Bring up again 'A Chinese Odyssey': Do you really understand it? 
标题：重提《大话西游》：你真的懂了吗？ 
发信人：dinghua (小综熊），信区：movie_tv 























来源：•日月光华站 bbs. fudan. edu. cn • [FROM: 10. 13. 18. 1] 
标题： R e :重提《大话西游》：你真的懂了吗？ 
发信人：Uio (扁公子〜〜衰人〜〜病中)，信区:inovie_tv 







来源：日月光华站 bbs.fudan.edu.cn. [FROM: 10. 13. 13. 13] 
标题：R e :重提《大话西游》：你真的懂了吗？ 
发信人： c o o l s m i l e (拔刀齐），信区：movie—tv 
发信站：日月光华站（Tue Nov 2 1 0 : 4 1 : 0 7 1 9 9 9 )，转信 








来源：日月光华站 bbs. fudan. edu. cn • [FROM: 10. 29. 11. 18] 
标题：Re:重提《大话西游》：你真的懂了吗？ 
发信人：ajie (阿杰)，信区：movie—tv 





来源：日月光华站 bbs. fudan. edu. cn • [FROM: 10. 31. 0. 31] 
标题：Re:重提《大话西游》：你真的懂了吗？ 
发信人：watering (象我这样的朋友)，信区：movie_tv 
发信站：日月光华站（Tue Nov 2 10:59:40 1999)，站内信件 
才怪 
来源：日月光华站 bbs. fudan. edu. cn • [FROM: 10. 13. 6. 3] 
标题：Re:重提《大话西游》：你真的懂了吗？ 
发信人：ajie (阿杰)，信区：movie_tv 





来源：日月光华站 bbs. fudan. edu. cn • [FROM: 10. 31. 0. 31] 
标题： R e : 重提《大话西游》：你真的懂了吗？ 
发信人：windows (leo),信区：movie—tv 
发信站：日月光华站（Tue Nov 2 11:05:57 1999),转信 
ONLY U 
CAN KNOW IT 
来源：日月光华站 bbs. fudan. edu. cn • [FROM: 10. 64. 3. 133] 
标 � ： R e : 重 提 《 大 话 西 游 》 ： 你 真 的 懂 了 吗 ？ 
发信人：Gaoj (缪杰儿)，信区：movie_tv 
发信站：日月光华站（Tue Nov 2 13:38:05 1999)，转信 
我尻，你也太牛了吧！给点面子行不行，大家都是神仙，不要摘对我姓騷扰了！ 
来源：日月光华站 bbs. fudan. edu. cn • [FROM: 10. 12. 241. 75] 
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Appendix 3 BBS Member's Composition 
Subject: 'A Chinese Odyssey' of Graduate school Examination 
标题：《大话西游》之考研版 
发信人：fdong (点一盖心灯)，信区：Movie 
























来源:BBS 水木清华站 smth.org'[FROM: 166.111.77.17] 
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Appendix 4 Personal Reflections on the Film 
Appendix 4-1 Why I like to see A Chinese Odyssey 
标题：我为什么喜欢看大话 
发信人：countryboy (乡村小孩〜〜〜放牛〜〜〜读书〜〜〜娶媳妇），信区：movie—tv 






修改：countryboy 于 Nov 17 13:50:56 修改本文• [FROM: 10. 64. 3. 125] 
来源：日月光华站 bbs. fudan. edu. cn • [FROM: 10. 64. 3. 125] 
Appendix 4-2 A Chinese Odyssey has nothing to do with women 
标题：“大话西游”与女人无关 
发信人：hodgen (枫红一刀流)，信区：movie_tv 
发信站：日月光华站（Thu Jun 15 17 :53 :47 2000)，转信 
“人话两游” i^j•女人无关 
ff^者：miao 




来源：日月光华站 bbs. fudan . edu. cn • [FROM: 10. 64. 14. 32] 
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Appendix 4-3 Buddhist explanation of A Chinese Odyssey 
标题：大话西游的佛教 i全释 
发信人：ytyu (玄铁剑)，信区：movie—tv 





来源：•日月光华站 bbs.fudan.edu.cn. [FROM: 211.96. 233. 1] 
Appendix 4-4 Psychological analysis of A Chinese Odyssey 
标题：对大话西游底精神分析(zz) 
发信人：howie (夜雨飞鸟），信区：Movie 












来源：日 光华站 bbs. fudan. edu. cn • [FROM: 211.96. 233. 1] 
Appendix 4-5 Traditional hero represented in contemporary context: 
My reading of A Chinese Odyssey 
标题：传统英雄的当代再现-一我看"大话西游〃 
发信人：bluehorse (蓝马），信区：MovieTV 





修改:bluehorse 于 Dec 10 09:41:46 修改本文• [FROM: 210. 39. 3. 50]m 
来源:BBS 水木清华站 bbs. net. tsinghua. edu. cn • [FROM: 210. 39. 3. 50]m 
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Appendix 5 Collective Discussions in Chinese University BBSs 
Subject: Investigating university students' humanistic accomplishment 
















































































来源：日月光华站 bbs. fudan. edu. cn • [FROM: WWW-P0ST@10. 13. 18. 53] 
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